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PREFACE 


This-book-is-ai-companion volume to my edition of 
the Venisamhara that was published last year. It'is atzthe 
same time the first of a Series, entitled Critical Studies of 
Sanskrit Dramas, that I have planned. Succeeding volumes 
will be brought out in the future year after year. I hope 
to publish at least a dozen of them. 


The plan of the Series will be clear from this volume. 
I shal] feel much obliged if scholars, who have occasion to 
read this book, will be kind enough to let me know what 
they think of this Series and send me any suggestions or 
criticism that they may have to make for its improvement, 


A. B. G. 
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I THE AUTHOR 


1 PERSONAL ACCOUNT OF BHATTA NARAYANA 


16 is the misfortune of almost all Sanskrit poets to 
remain, as far as their personal history is concerned,. con- 
cealed under a thick veil of obscurity or even darkness 
which, under the present circumstances, appears an im- 


possible task to remove, The questions which naturally 


arise in the mind of a student, when he begins the study of 
an author, as to what kind of man he was, where he lived 
and how he passed his life, must, if would seem, for ever 
remain unanswered in the case of many of our poets. The 
pleasure that a student of English literature derives from 
the knowledge that a particular tone in the writings of his 
favourite poet is traceable to certain incidents in his life“), 


is denied to a student of Sanskrit The study of a poet's. 


life is in English almost the first thing we do in order to 
understand properly the spirit of his poetry, but in Sanskrit 


(a) In this connection we may mention the poems of Byron 
which so eminently illustrate the truth of this. In 
these we find a spirit of garrulousness and of dis- 
content with and defiance of the world which does not 
seem to give to the poet his due. This mood of Byro- 
nism is understood and appreciated when we study the 
poet's life. —Similarly in the poems of Scott and also 
in some of his novels we note that the heroine is 

generally loved by two men, one of whom is doomed to 

failure. This fact, which strikes us so much as we read 
his works, becomes quite explicable when we study 
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2 The Venisamhara: A Critical Study 


owing to the absence of proper materials no such thing is 
possible. An orthodox Pandit would even wonder what 
the knowledge of a poet’s life had to do with the apprecia- 
tion of his poetry, for he would not conceive that the one 
could in any way be connected with the other, 


Sanskrit poets often supply a certain amount of in- 
formation about themselves in their works. This tendency 
is particularly observable in the few poets who have 
written on historical subjects in direct contrast with the 
authors of the Kavyssor Mahakavyas, who sometimes do 
not even affix their names to their compositions. Bühler 
found an explanation of this fact in the natural desire of 

< these poets to secure their own immortality with that of 
the heroes of their works? Dramatists also sometimes 
furnish an account of themselves in the prologues to their 
plays. But this account even inthe case of the most com- 
municative of them? does not go much beyond the 
mention of some of their ancestors, the place of their 
residence, their family name and title anda description, 
many a time in grandiloquent terms, of their learning. 
Such information of course never satisfies the student who 


(5) The seventh century poet Banu is the most notable of 
such writers. Besides a small account of his aucestors 
that is given in the introductory stanzas to his Kādam- 
bari, Bana has devoted the first two Ucchvasas, and 
even a portion of the third, of bis Hargacarita to his 
own autobiography. Similarly, the poets Bilhana, 
Maakha and Vakpati have given a pretty full account 
of their lives, contemporaries eto. in their Vikramaako- 
devacarita, Srikanthacarita and Gaudavaho respectively. 


(c) Vide his Introduction to the Vikrama@akadevacarita, p. 5 


(d) Note the prolognes to tho plays of Bhavabhuti and 
especially that of his MahBviracarita. Also read the 
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-wants to know something about the poet as a man and - 
«consequently he is thrown on his own resources to gather 
:& few pieces more from the study of the poet's work. 


Bhatta Narayana is by no means communicative in 
“this respect. In the prologue to his Venisamhara he tells 
nothing about himself except that he enjoyed the title 
Kavimrgaraja ( Lion among Poets ).) Perhaps he thought 
he was well known in his days and did not feel the neces- 
: sity of adding any more details about himself. Whatever 
that may be, the usual source of gathering bits of informa- 
“tion about a dramatist viz. the prologue to his play fails us 
in the case of Bhatta Narayana. Quite a mass of informa- 
"tion about Bhstia Narayana is, however, available to us 
in chronicles of Bengsl such as Ksitisavamsavalicarita, 
Vangarajaghataka, Rajavali and Daksinsradhiyaghataka-. 
karik&. But these do not possess much historical value. At the. 
:same time it must be remarked that accounts contained in 
‘these must not be unceremoniously set aside. For it is possi- 
‘ble to extract from them authentic pieces of information. 


The first thing then that we know about Bhatta Nara- 
-yana is that originally he belonged to Kanyakubja or 
Kanouj and went to settle in Bengal as the leader of four 
other Kanyakubja Brahmanas at the special request of King. 
-Adisūra. He belonged to the Sandilya gotra. Asa reward 
‘for spiritual services which Bhatta Narayana rendered to 
him, King Ádisüra bestowed on this immigrant Brahmana 


(e) Printed editions of the play all read ‘aay RIINAN: 
Agia.’ But thereis no doubt this is a corruption from 
‘aay RAIAN: WETRITUTET. Though there is no 
direct Ms. evidenco for this specific reading, it is signi- 
ficant thata Ms. reads trigu”. From this it is 
easy to see how the original reading must have passed 
through the following process of corruption : Rama- 
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several villages for a nominal price.) In course of time: 
ihe number of the villages owned by Bhatta Narayana in— 
creased with the result that in the end he attained the status 
of a king and became the founder of a dynasty, whose- 
history is recorded in the Ksitisavamsavalicarita. Bhatta 
Narayana is also popularly believed to be the original 
ancestor of the illustrious Tagore family of Calcutta, though: 
the members of this family are not at present able to- 
adduce any evidence for this belief. 


The five Brahmanas, who migrated from Kanyakubja- 
to Bengal, belonged to the division called Sarasvatas and 
consequent on their settlement in Bengal they came to be 
known as Gauda Sàrssvates. Thus Bhatta Narayana was 
the leader of Sarasvata settlers in Bengal and thus became 
ihe founder of Gauda Sarasvata Brahmanism in that- 
Province. 

. here is some doubt regarding the caste of Bhatta 
Narayana. Some people hold that he was a Ksatriya and 
this they do on two grounds viz. (1) The Ksitisavamsavali-. 
carita refers to Bhatta Narayana and his descendants as 
Ksitigas and the word Ksitisa like Rajan points to the 
Ksatriya caste of those to whom it is applied. (2) The 
epithet ‘ Mrgarajalaksmanah’, by which Bhatia Narayana. 


(ee) The number of these villages, according to the chroni- 
cles, was five, Grill thinks that the bestowal of these- 
five villages surprisingly agrees with the demand for 
the same number of villages made by Yudhisthira in the- 
Mahabharata as well as in the VenIsumhüra. He there- 
fore holds that the episode of tho five villages proves. 
that the Bhatta Narayana of the chronicles was identi- 
‘cal with the author of the Venisamhura. It must be- 
confessed that this argumentis by no means convincing.. 

7 However it does ;not affect the identity between the 


two, which is based on other considerations. | 
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‘distinguishes himself in the prologue to the Venisamhars, 
shows that he was a Ksatriya. Mrgarajalaksman means 

one whose surname or family name is Mrgaraja or Siha 
vor Sinha. Now Sirhha is an addition which is usually made 
"£o the names of Ksairiyas as in Pratapa-Sirhha, Jaya-Sirhha, 
‘etc. Simhs as a family name also belongs to Ksatriyas. 
` Therefore, Bhatta Narayana was a Ksatriya. 


It will be seen that both these grounds are unsatis- 
factory. First, Ksitisa just means a king and the word has 
no such connotation as Rajan possesses. Brahmana kings 

‘are nob unknown even in modern times. So there is 
nothing wrong if the Brahmana Bhatta Narayana and his 
descendants are styled Ksilisas. Secondly, the elaborate 
-edifice built on the epithet Mrgarajalaksmanah rests on 
very insecure foundations. The correct form of the epithet 
-at the outset is not Mrgarajalaksmansh, but Kavimrgaràja- 
` laksmanah, as we have seen before” Then again. 
laksman means a distinctive personal designation or title 
-and the word consequently cannot signify a family nama 
-or surname, which is common to all members of a family. 
Words meaning a lion usually find a place in distinctive 
“titles such as Kirtana-Kesarin, Vedanta-Kesarin etc. Simi- 
"larly, Kavimrgaràja was a title of the poet, It had nothing 
` “to do with his caste, 


On the contrary there are positive proofs to believe 
‘thst Bhaita Narayana was a Brahmana, First, the epithet 
Bhatta clearly shows that he was a Brahmana. No Kga- 
“triya would ever be designated in this way. The contrast 
between bhatta and bhata is well known. Secondly, the 
"tradition preserved in the chronicles unanimously speaks 
-of Brabmanas as having been invited by Adisüra from 
-K&nyakubja and Bhatta Narayana was :the chief of these 
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‘Brahmanas., Thirdly, the Ksitisavathsavalicarita definitely- 
refers to these immigrants as Brahmanas and records:- 
certain incidents which go to establish their high Brahma- 
-nic lustre, Fourthly, there are in the Venisamhára clear- 
indications to show that its author was a Brahmana. 
These may be thus set forth: (a) The character of the. 
Vidisaka is conspicuous by its absence in the Venisamhara. 
The Vidüsaka of Sanskrit dramas is always & Brahmans, . 
“who is such only in name. He does not possess any Brahma-- 
nical qualities and is always a butt of ridicule. A Brah- 
‘mana author would not introduce in his drama such 2. 
character as will only serve to cast a slur on his caste. 
The dramas of Kalidasa possess a Vidüsaka, but the caste- 
of Kālidāsa is unknown, Bhavabhiti, who is definitely - 
known to be a Brahmana, has no Vidüsska in his dramas. 
Similarly, Visakhadatta, who was a Brahmana, has no- 
“Vidisaka. On the contrary Sriharsa and Rajasekhara, who . 
were Ksatriyas, have introduced the character of Vidüsaka. 
. in their plays. Thus, as Bhatta Narayana has no Vidusaka,. 
it is assumed that he must have been a Brahmana, (b) The- 
‘essential constituent elements of the body? such as 
blood, flesh, marrow etc. are the same whether the body: 
belongs to a Brahmana ora Ksatriya. Prick a Brahmana. 
and a Ksatriya and you will find the same kind of blood 
. flowing from the bodies of both. But when a man tells- 
you that the blood of a Brahmana is essentially different . 
from that of a Ksatriya, you: may be certain that he isa. 
Brahmana and is speaking from arrogant consciousness of 
the intrinsic superiority of his caste. And this is what: 
Bhatta Narayana has done in the Interlude to Act iii of” 


(g) These are known as dh&tus and are usually regarded as 
seven viz. agaia arad: | To these three- 
more viz, *w, wx and eng are added, making the- 


| 
dhitus in all ten in number. 
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his Venlsamhara. When Drona was about to be killed, 
Vasagandha, the demoness, proposed to her husband Rudhi- 
rapriya that they should go and drink the blood of Drona, 
But the demon promptly deprecated such action by remark- 
ing that Brahmana-blood burnt the throat when drunk), 
Such a remark in our opinion could only come from a 
Brahmana author. (c) Act iii of the Venisamhara depicts 
a quarrel between Karna and ASvatthiman. If we care- 
fully observe the way in which this quarrel starts and pro- 
ceeds, we become aware of the poet’s conscious efforts to 
ennoble the character of the Brahmana warrior A$vattha- 
man, who is made out to be chivalrous and :magnanimous, 
and to belittle that of the Ksatriya hero Karns, who is 
represented as mean, ignoble and back-biting. This in our 
opinion clearly proceeds from the author's partiality for 
his caste. (d) The respect and reverence which Yudhisthira 
and Draupadi in Act vii of the drama are made to show 
to Carvaka, who goes to them in the guise of an ascetic, 
even when they are immersed in anxiety, indicates the 
suthor's opinion that Bràhmanss must be respected by 
Ksatriyas at all times and in all circumstances, This also 
is suggestive of the caste of Bhatta Narayana. 


The Ksitisavarhsavalicarita records a miracle which 
Bhatta Narayana and the four Kanyakubja Brahmanas: 
who accompanied him to the court of Adisüra worked on 
their arrival in Bengal. This is known as the miracle of 
the Mallakastha or wrestlers’ post (Mar&tht-Malakhamba). 
"What these Brahmanas did was to stick consecrated mate- 


(A) Read: | 
UTA Baha, È I Weary Hey Foes: AT | 
WATTS, CT Mey Ta ATs Fre eq Ar TINTO 1 
Tara — areas, efi t ser Mover Hat Mara: 1 
WARES, ATTEN Weta | Tes Freed Wasa b 
qq um jer Act iii, p 59 
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.rials of worship such as dürvà grass and grains of rice to 
.& wrestlers’ post. in five places in the evening of the day on 
which they went to the king's court. Next morning the door- 
. Keepers were surprised to see that the dry post had blossom- 
"ed into a green tree with branches sprouting from the five 
Places where the consecrated materials had been planted, 
. The miracle was no doubt intended by the immigrants to 
. impress on their new patron and his subjects their wonder- 
.ful spiritual powers. We only recapitulate the incident 
here to show to the reader how historically unreliable these 
chronicles many a time are. ‘ 


We have seen that tradition is unanimous in represen- 
ting Bhatta Narayana as having migrated from Kanya- 
'kubja to Bengal. But different chronicles offer different 
‘reasons for this migration, Thus according to one account 
‘King Adisara once wanted to perform a Vedic sacrifice. 
"He was however unable to obtain properly qualified priests 
to officiate for him in his kingdom. There certainly were 
some Brahmanas well-versed in Vedic lore in Bengal. 
‘But they would not undertake the task of performing a 
‘sacrifice for him, because he was a Sidra. He consequently 
requested the-king of Kanyakubja to send him five eminent 
Brahmanas from his city. Thus Bhatta Nàr&yana and 
his four associates went to Bengal and performed a 
Vedic sacrifice for the Sidra king Adisara. The second 
‘account says that Bangal.once suffered from drought 
and the five Kanyakubja Brahmanas were invited to 
-obtain rain by means of sacrifices, According to the third 
Adisüra wanted to know what sacrifice would secure for 
him the grace of the Almighty.“ As the Brahmanas in 
his kingdom were unable to satisfy him on this point, he 
invited the five Brahmanas from Kanyakubja. The fourth 
es Says that an evil omen once foreshadowed a cala- 


wa TA Aang ARAL "grs i 
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xmity for the province of Bengal. Adistira thereupon 
requested the five eminent Brahmanas from Kanyakubja to 
goto his country and perform sacrifices with a view to 
:avert the threatened calamity. According to the fifth and 
last account these Brahmanas left Kanyakubja on account 
-of religious persecution. 


Though the versions regarding the reason why these 
Brahmanas left Kanyakubja and migrated to Gauda thus 
-differ, it is not impossible to obtain from them a consistent 
‘story. That story would seem to be that Buddhism became 
powerful at the court of Kanyakubja, where Brahmanas 
‘following Vedic religion found it impossible: to continue 
‘the practice of their'faith. Vedic religion mainly consisted 
-in the performance of sacrifices. As these could not be 
“performed in Kanyakubja where the Buddhistic doctrine of 
-ahithsa or non-slaughter prevailed, the Brahmanas migrated 
to Bengal, which was the stronghold of Brahmanism and 
continued to perform their sacrifices there. 


This story receives corroboration if we look to contem— 
‘porary history. The emperor Harsa, who was born in 590 
-A. D., ruled over the whole of Northern India from 606 A. D. 
ito 647 A. D. Though in his inscriptions he styles himself 
Paramsm&heSvara,U we know from a statement of Bana 
in his Harsacarita and from the account of the Chinese 
‘traveller Hiuen Tsang that the emperor was favourably 
‘inclined towards Buddhism and actually embraced that 
faith towards the end of his reign. Sthanvi$vara or Thanesar 
“was the capital of Harss in the beginning, but later on it 
“was shifted to Kanyakubja or Kanouj. Under Harsa 
"Brahmanism and Buddhism lived at peace, but after his 
death Buddhism grew aggressive at Kanyakubja and began to 


(j) See the Madhuban Copperplate of Haree in Epigraphia. 


Indica Vol..I y. 67. 
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persecute the followers of the older religion. Even iw 

H arsa's time Bengal was known not only as the stronghold! 
of Brahmanism, but as an inveterate enemy of Buddhism. 
King Saéanka of Bengal had treacherously murdered: 
Harsa’s elder brother Rajyavardhana, who in his early days- 
had accepted Buddhism and is referred to in the inscriptions: 
as Paramasaugata. Saganka hated Buddhism and did his: 
best to extirpate it. He is known to have dug up and burnt: 
the holy Bodhi tree at Gaya and persecuted the Buddhists in 
diverse way. The same pro-Brabmanic and anti-Buddhistic- 
tradition continued in Bengal after Śaśāńka. It therefore 
sounds quite reasonable that Brahmanas following Vedio 
religion should migrate to Bengal from Kanyakubja in 
order to be able to follow their ancient religion of sacrifice 
without molestation. 


A few more details about Bhatta Narayana can be- 
-gathered from his drama. Thus we know that he was a. 
"Vaignava or devotee of Visnu. Out of the three stanzas. 
that constitute the Nandi, two are in praise of Visnu, and: 

even in the third, which glorifies Siva, reference to Visnu 
is made in such a manner as to bring out the superiority 
of that good to Siva), Then again in the body of the: 
drama whenever the author has occasion to speak of Krsna,,. 
he does so in terms which unmistakably show that he holds 
the Yadava chief to be an avatar of Visnu and looks upon: 


(5) “warata” i. 3. Vide our note on this passage. Seo 
alsoiii. 10 and our note thereon. 
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.him as the highest Brahman itself ‘+), Further, like all: 
dvaita plilosophers Bhatta Narayana held that the best- 
means of reaching the Lord and obtaining emancipation was: : 
undivided or sole devotion to Him), Adisara is supposed: 


(1) Read in this connection the following : 
(1) * sre TAA TA AAN A TAAT Mears 
Wed agan cte.” p. 3 
(2) ‘ania erent Te Ta: UTA HS 
gen etc.” p. 20 
(3) ‘qeqa:—ont, adi gueur gana aga T- 
wed Mat SANT p TM | 
WaT: AT, Wu: Teas SUTAN up Sarg | eT I 
SATIA faf: feet wart 
marae frefzadunreqq: Aarts: | 
x Sera Fare darat safaat ar qun, 
d ates: TAHTAH Fe Wd Suum N 3 
Act i p. 21 
(4) ‘arg, smgeeerfngereq exu ARS uumé wq U p. 28 
(5) “maen Gara daana Aaa arnat p. 155 
(6) ‘vadtarara waar maaa p. 156 
(7) "ax = Que a orea 1? p. 160 
(8) “datar mad e STATE sería V p. 160 
(9) Sa f& ara virgam eig faerat |. quur qumideq eu 


agana! p. 161 
(10) ‘ee raat saure TATA TUE AE RNA v p.175- 
(11) ‘at wawa eina wem A eA meme 
PATTI WTA ITNT MIT: nd age i 
EGERECEOEC IE EGET 
PEE CU ELEI ESO THAT | 


ware ama Beat FS gage zm ngan Act vi p. 1977 
(12) “a Rra aana ware tea’ p. 199 
(m) ‘aga maed Gat eaa’ vi. 46. This stanza is some-- 
times go interpreted as to make out Bhatta N Brüyapa : & 
follower of the Advaita School. This, we think, is- 
entirely wrong. Vide our notes on the stanza. a Gar 
ait: just means ceraet eu so well known in the- 
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“ito be the original ancestor of the Sena dynasty of Bengal. 
"Evidence of inscriptions shows that the members of this 
dynasty were staunch Brahmanists and the object of their 
worship was Visnu." , So it looks quite natural that the 
Vaisnava Adisara should invite the Vaisnava Bhatta 
Narayana to his court. 


That Bhatta Narayana was a Vaisnava there is 
“absolutely no doubt. It is further made out on the strength 
-of stanzas i.23 and vi 43 and 45 that he belonged to 
"the Paficaratra school of the Vaisuavas. The earliest 

account of the Pajicaratra religion, which is also known as 
Satvata, Bhagavata or Ekantika Dharma, is contained in 
-the Nardyaniya Section of the Santiparvan of the Maha- 
“bharata, As a close student of the Mahabharata Bhatia 
Narayana naturally must be familiar with the tenets of the 
Paficaratra religion. It is possible he was a follower of this 
“type of Vaisnavism. We cannot say anything with certainty 
beyond this. The stanzas on which Bhatia Narayana’s 
partiality for the Paficaratra school is sought to be based 
-contain no reference to any exclusive Pañcarātra doctrines. 
-It is true that Bhatta Narayana suggests in his play that 
Vasudeva is the supreme deity and that the best means of . 
‘attaining salvation is undivided devotion. But these tenets 
:do not form the exclusive property of the Paficaratra school. 
Its special characteristic is the doctrine of the four vyühas 
-or forms of the Supreme and there is no reference to this in 
j ‘the Venisathhara. It may be said that there was no occasion 
“to refer to this technical belief of the Paficaradtras in the 
-course of the drama, This is quite correct and that is exactly 
"why we say that while it is possible that Bhatta Narayana 


(x) Vide Cunningham’s Reports of the Archzological Survey 
i ` of India, Vol, XV, Appendix—Note on the History of 
i Bengal. 
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may have been a Paiicaratra, there is nothing definite in tha. 
play to show that he actually was, 


Something may further be gathered about Bhatta Nara-- 
yanas general learning from the VeQisamhara, As the. 
tradition says he was invited for the performance of a 
sacrifice if may be taken for granted that he was well 
versed in sacrificial literature and in the science of Karma-. 
Mimamsa. This finds confirmation in the fact that he com-. 
pares war with a sacrifice), As he writes a drama based on. 
the Mahabharata, his close study of that great epic must. 
be presumed. Stanzas i. 23 and vi 43 and 45 show that 
the author was acquainted with the tenets of Yoya, Samkhya . 
and Vedanta Philosophy. As in his dramas Bhatta Nara-. 
yana uses a large number of figures of speech, we conclude - 
that he had studied the Alamkarasastra as well. The 
elaborate instructions for finding out the whereabouts of 
Duryodhana, which Yudhisthira issues at the commence-- 
ment of Act vi, show that Bhatta Narayana must have 
studied works on Rajaniti or polity such as the Arthasastra 
of Kautilya. 


In concluding this section on the Personal Account of 
the Author we desire to state that we have taken it for- 
granted that Bhatta Narayana, who according to the Bengal 


(0) Read 
Safa, Rain esu hahrs: gÀ at aaah 
SIDE | 

freq r:—3à(8, fiae tag: wads 1 

sadi laten) "e qud 

deta s—orag: t au 
SOT TTA CAS: S WATT PATET eft: 
darat Tena: qeir TET 1 
eher: quer: (af aa TM: qe 
USAT Tater ent wap H WI 
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«chronicles, was invited by Adisüra from Kanyakubja was 
identical with the author of the Venisamhara. The chrono- 
. logical position, which the VenIsamhàra occupies in Sanskrit 
.literature, does not militate against this identification. It 
must at the same time be pointed out that none.of the 
chronicles says that the Brahmana Bhatta Narayana, who 
was invited by Adisira, was a poet and the author of the 
*Venisamhara. 


2 TuE DATE OF BHATTA NARAYANA 


Ancient Indians achieved eminence in many depart- 
"ments of learning, but they lacked historical sense. This 
"may perhaps be so because they were not much interested ` 
in the affairs of this world, which they regarded only as & 
place of preparation for the next. Whatever that may be, 
«there is much truth in Max Müller's remark that history in 
the ordinary sense of the word is unknown to Indian ` 
literature. The result of this is that the dates of Sanskrit 
poets are far from being precisely settled. We consider 
ourselves fortunate if we are able to assign a poet tos 
particular century or at best to the first or second half 
"thereof. Sometimes dates once fixed have to be revised in 
"the light of new evidence subsequently discovered. “ All 
dates given in Indian history,’ says Whitney, ‘are pins set 
up to be bowled down again^, 


| Two kinds of evidence are usually relied upon in - 
- determining the dates of Sanskrit authors viz. internal and. 
external. Internal evidence takes the form of a reference to, 
-or quotation from, a previous writer by the author in 
question in his works. Such reference or quotation gives 
us the terminus a quo or the backward limit for the date of 
"the author. External evidence consists in a reference to or 
| 
| 


Tatrodastlon to A Sanskrit Grammar by Whitney: P. xix 
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quotation from the author by some subsequent writer and it 
-supplies the terminus ad quem or the forward limit, later 
than which the author cannot be supposed to have 
:flourished. 


As regards’ internal evidence the Venisamhara of 
Bhatta Narayana does not furnish any. There is no refer- 
ence in it to any previous author. No other work of Bhatta 
Narayana, where such evidence can be sought, is also 
available. But we possess ample evidence to determine the 
terminus ad quem for the Venisamhara. Bhatta Narayana’s 
drama proved very popular with writers on Sanskrit 
rhetoric or Alamkarasastra. They quoted from it on many 
occasions to illustrate different topics in their works, The 
most eminent of these writers, chronologically arranged, 
are Vamans (750-800 A. D.), Anandavardhana (840-870 
A.D.) Dhanaüjaya (950 A. D.), Bhojaraja (1005-1054 
A. D.), Ksemendra (1025-1075 A. D), Mammata (1100 A. D.) 
and Visvanatha (1350 A. D.)@. It isnot necessary to go 
‘into the details of the quotations from the Venisarhara that 
are found in the works of all these rhetoricians. We shall 
-only refer to Vamana who is the earliest of these writers 
and is assigned to the latter half of the eighth century. In 
his Kavyalamkarasitravriti Vamana has quoted from the 
Venisamhara at least four times. Once he quotes a line 
to illustrate the figure Sahokti® and three times more he 
notes and defends three ungrammatical forms of Bhatta 


(a) The dates, which aro given in parenthesis, do not repre- 
sent the span of life of the various writers, or the yearof 
their birth or death, but the period in which or the year 
about which the literary activity of the authors lay. 
(r) Read ‘agger padgata qium TENGEN 
TENG: | TET Card HR Nat: wu Red afe enu | 
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Narayana, Thus it is settled that the date of Bhatts. 
Narayana is some time anterior to 750 A. D. 


A piece of external evidence may be used in the case of 
Bhatta Narayana to obtain the terminus a quo or the back-- 
ward limit also, though this evidence cannot be considered 
to.be of a conclusive character. In the introductory stanzas.. 
to his Harsacarita Bana mentions some of his distinguished: 
predecessors in the domain of poetry either by their names: 
or by their works”, If Bhatta Narayana had preceded 
Bana, he would have been referred to by him. But Bana 
does not mention either our poet or his drama. This means 
that Bhatta Narayana came after Bana, Bana flourished 

` inthe first half of the seventh century. Putting together- 
the results of these two pieces of external evidence we come- 
to the.conclusion that Bhatta Narayana must have lived 
some time between 650 and 750. A. D; 


(3) Read ‘aa uH fh war” (Ve. ii, 19.—Here the 
reading adopted in our text is "ifle ff dudum")! aa ma- 

we E RA wit | TIS er uu wr under 5, 2. 45; 

* saad g Aa sued vw laa "eafugnewa: (Ve. i, p. 

20.— Here our reading is “ ¥a-qarea: 7") 1 under 5. 2. 77; 

and “ad Wee fear?’ (Vo. iii. 41.—Here our reading is 
szant”) xan dadia + een | sere! sqq! cary 

Fear erà 1 emit Sasa 1 stater ftareafireneraid 1? 
under 5. 2. 82. ; 

4 (1) These writers are in all nine. viz. Vyasa, the author of 
the Visavadatta, Bhattüra _Haricandra, Satavahana, 
Pravarasena, Bhisa, Kalidasa, the author of the Brhat- 
katha and Adhyaraja. It will be noticed that one: 
notable omission in this list is Valmiki. Surely, the 

r Ramiyaya must have existed in Bana’s days and Väl- 
miki certainly deserved note. Why he was not men- 
tioned we cannot say. Thatis why we have remarkod 
above that this-piece of evidence cannot be considered 
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Three other considerations confirm this conclusion, 
We have seen before that according to Bengal tradition 
Bhatta Narayana was the chief of the Kanyakubja 
Brahmanes who had been invited to ‘settle in that province 
by King Adisara. The date of Adisüra is not definitely 
fixed. But he is regarded as the traditional progenitor of 
the Sena Dynasty, which according to Cunningham“) 
reigned in Bengal between 650 and 1108 A, D. Adisüra thus 
must have reigned in the latter half of the seventh century 
A. D. and Bhatta Narayana, who was his contemporary 
according to tradition, must consequently be assigned to the 
same period. 


In Hiuen Tsang’s account of his travels a king of 
Nepal of the name of Amsuvarman is mentioned. His 
sister Bhogadevi was married to a Prince Strasena. This 
Sürasena is identified with Adisüra, the founder of the Sena 
Dynasty. Amésuvarman is known to have ruled about 


644-632 A. D.© This gives the latter half of the seventh . 


century as the period of Adisürs and consequently that 
of our poet, 


The second consideration which confirms this date is 
derived from contemporary history We have seen before 
that religious persecution was the reason that induced 
Bhatia Narayana and his associates to migrate from 
Kanyakubja to Bengal. It has also been shown above that 
Buddhism was in the ascendant in Kanyakubja in the 
second half of the seventh century. This consequently 
must have been the period in which our author migrated to 


(u) See Reports of the Archeological Survey of India by 
Cunningham, Vol. XV, Appendix : Note on the History 
of Bengal. 


(v) See Beal’s Buddhist Records of the Western World, Vol, 
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Bengal from Kanyskubjs where the practice of the ancient 
Vedic religion of sacrifice, involving slaughter of animals, 
must have been forbidden. 


The third considerstion refers to the style and the 
genersl construction of the drams. These indicate that 
Bhatta Narayans belonged to what may be styled the age 
of Bhavabhati™), Bhavabhiti flourished towards the end 
of the seventh and the heginning of the eighth century, that 
is, some time between 615 and 725 A. D. Ib cannot be 
known whether Bhatts Narayana was a predecessor, con- 
temporary or successor of Bhevabhiti. But we shall not 
be wrong if we assign him to the second half of the seventh 
century. 

From the abore it will be seen that various considera- 
tions point to the second helf of the seventh century as the 
date of Bhaitte Narayans. 

A few other matiers connected with this topic may be 
mentioned before concluding this section. 

The Ksitisavarnsavalicarita contains the history of the 

/ dynasty of which Bhatia Narayana is supposed to be the 
, founder, We therefore naturally look to this book for 
determining the date of our poet. But as we remarked 
above chronicles of this kind do not possess much historical 
value. This is proved by the date which the Ksitisavam- 
&&valicarite gives for Bhatta Narayana. According to this 
work King Adisara settled Bhatia Narayana and his asso- 
ciates in his kingdom in the Saka year 999, which is 1077 
A.D.) As Vamana, who flourished in the latter half of. 


(w) For comparison of tho two poets in matters of style etc. 
vide below Section X ‘Bhatta Narayana ard Bhava- 


bhiti.’ 
(z) Read ‘xq gen a arate Wr TATA, FT ARATE WETRUAUMS- 
shadow anata AMT TAAT NA AA TT 


wera Magara v Tata p: 2 
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the eighth century A. D., quotes from the Venisarnhàra, 
eleventh century can obviously not be accepted as the date 
of our author. Rejendrs Lal Mitra’s 1072 A. D, as the 
correct date of Bhatta Narayana hss also to be rejected for 
the same reason, 


Wilson gives ‘sbout the eighth or ninth centuss" as the 
probable period of the composition of the Venisarnhara. 
If the expression ‘about the eighth’ means the period com- 
prising, say, 675 to 725 A. D., Wilson is right. Ninth 
century is of course out of question for the same reason 
which rules out the date given by the Ksitisavamsavali- 
carita. At the same time it must be confessed that Wilson's 
fixing the date of the Venisambhara as ‘sbout the eighth or 
ninth century’ was certainly admirable, for we must re- 
m ember that he wrote more then a hundred years ago; 
when materials for discussing such problems were extre- 
mely scanty. / ; 


We now quote Wilson’s remarks on this question. 
Says he, ‘There is nothing in the play to furnish a clue tc 
its date. It is frequently cited in the Kàvya-Prakasa, the 
Da$a-Rüpaks, and Sahitya-Darpana, to which works it is 
consequently anterior. According to tradition, the author, 
Bhatta Narayana, was one of the Kanouj Brahmanas invi- 
ted into Bengal by Adi-Sura, from whom the Brahmanes of . 

that province are descended: he was of the Sandilya family. 
Adi-Sura is Supposed to have reigned three centuries before 
our era; but if we may place any dependence on Abulfazl's 
list of Bengal kings, he was the twenty-second prince in 
azcent from Belal Sen, who, it is well known, reigned in 
-the thirteenth century. Assigning then the moderate dura- 


(y) The first edition of Wilson’s well-known work * Select 
Specimens of the Theatre of the Hindus’ was published 4 
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‘tion of about three hundred years to these intermediate 
princes, and admitting the tradition with respect to Bhatta 
Narayana, the Vent-sarhhara might have been written 
about the eighth or ninth century: a period not at all in- 
compatible with the comparative harshness of its style and 
the rudeness of its execution, particularly if we conclude, 
agreeably to tradition, that it was among the earliest re- 
sults of the introduction of Brahmanical literature into 
Bengal’, 


Julius Grill in the Kritische Einleitung (Critical In- 
troduction )™ to his edition of the Venisamhara, published 
in 1871, discusses the question of the date of Bhatia Nara- 
yang and comes to the conclusion that our poet must have 
lived in the sixth or seventh century A. D. 


Max Miller suggested that Bhadranarayana, who 
is mentioned in the Harsacarita as & companion of Bana in 
his wanderings was identical with Bhatta Narayana. This 
makes our poet à contemporary of Bans. 


(z) ‘Theatre of the Hindus’ Vol. II, p. 513-944. In the 
above quotation proper names have been transliterated 
according to modern system. 


(a) English translation of Grill’s Kritische Einleitung by 
L.R. Vaidya was published in his edition of the VenI- 
gombara by N. B. Godbole (1895) under the heading 
‘Ink Memorandum by L. R. Vaidya.’ 


(b) Max Müller's suggestion was as 9 matter of fact based 
on inaccurate reading of the passage concerned. 
Among the companions of Buna's wanderings aro mene 
tioned afi garai.” era was evidently mis-read 
by Max Müller as agar, which he suggested was 
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3 THE WORKS OF BHATTA NARAYANA 


The Venisamhara is the only work of Bhatta Narayana 
that is at present known to us. But there are reasons to 
believe that he must have written other works as well. In 
the Introduction to the Venisamhara some Mss. speak of 
the drama as ‘a2 new composition? .of the poet, This 
means that Bhatta Narayana was the author of some other 
drama or dramas. What this drama or these dramas were 
that preceded the composition of the Venisamhara we have 
no means of finding out in the present state of our 
knowledge. 


The Dasakumaracarita, which goes under the name of 
Dandin, is known to be the work of more than one author, 
It consists of the Pürvapithika, the Da$Sakumaracarita 
(proper) and the Uttarapithik& or Sesa. Of these only the 
Dasakuméaracarita (proper) is the work of Dandin. Two 
versions) of the Pürvaplthik& are at present available, 
From a stanza occurring at the end of a Ms. of the second, 
but little known, version we learn that it is the work of 
Bhatta Narayana and that the scribe Harigarman wrote it, 


(c) See Grills edition, p. 129, where thereadings ‘aiima 
ond ‘gaa for'gfrm' in the passage ‘SEAT 
elt avit umm Te sequent «ua, (p. 3 our edition) are 
given. ki 
(d) Vide Section X entitled ‘The Authors of the Dadaku- 
miracarita’ from the Introduction to our edition of the 
Dasakumiracarita. 
(c) The first and well-known version is the one that ia 
` usually printed in the current editions of the 
DaéakumBracarita. The second version was unknown 
till 1919, when it was published as an Appendix by 
the late Mr. G.J. Agashe to the Second Revised Edition 
of the Dasakum&Bracaritn in the Bombay Sanskrit and 
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because he could not secure the original Pirvaplthika of 
Dandin, Now no other poet bearing the name Bhatta 
Nārāyaņs is known. So we may presume that this Bhatta 
Narayana is identical with our author. This means that 
besides the VenIsamhàrs our author wrote a Pürvaplthik& 
to. complete the incomplete Dasakumaracarits of Dandin. 


Vallabhadeva (about the fifteenth century) quotes in 
his Subhasitavali seven stanzas under the name Bhatta 
Narayana, and one more under the name Narayana, 
which also is considered by Peterson to belong to 
cur author. Out of these eight stanzas's) only one viz. 
No. 79 occurs in the Venisomhars as one of the three 
stanzas”), which constitute the Nandi according to some 
Mss. These three stanzas are not incorporated in the text of 
any of the printed editions, but are always noted as variants 
£o three others which are recognised as forming the proper 
Nandi of the drams. Now these seven stanzas, which 
Vallabhadeva quotes as Bhatta Narayana s, must have come 
from some other work or works of our author, which are at 
present unknown to us. 


S&rhgadhera (1863 A, D.) in his anthology known as 
Siragadharapaddhsii ti quotes nine stanzas under the name 


(f} Read 
WERUUUET PASAT | 
sara qatar asma exstent t 
— WET Appendix p. 155 (Bombay 
Sanskrit Series ) 

(g) All stanzas which are attributed to our authorin antho- 
logies, but which are not found in the extant text of the 
VenIsamhira, are collected in Appendix A to this 
hook. 

(A) For those throe stanzas see Notes p. 10 of our edition of E 
the Venisarihüra. i 

'(i) See stanzas Nos. 173, 3972, 3981, 4073, 4074, 4081, 
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Narayana Bhatta and these ara all found in theVenisamhara, . 
He has again quoted two stanzas? more, which in other 
anthologies are found under the name of Bhatta. Narayana. 
One of these is the same as No. 79 of the Subhasitavali, 
which we have seen forms one of the three stanzas that 
constitute a variant Nandi. The other'is not found in the 
extant text of the Venisamhira, but is supposed to occur in 
2 Telagu Ms. of the play. 


A. drama, called Janakiparinaya, is mentioned in a 
catalogue of Mss. as the work of Bhatta Narayana”), Not 
having seen the Ms., we are unable to say whether this 
Bhatts Narayana is the same as our author. If he be the 
same, the Janakiparinaya would be another drama of our 
author. 


4 ANOTHER NAME OF BHATTA NARAYANA 


Narayana is a very common name in India and Bhatta 
is an honorific title implying eminence in learning. 
Bhatta is specially assumed by those who achieve distinc- 
tion in Alarhkāraśāstra or the science of rhetoric, Numerous 
writers of the name of Narayana are known. Aufrecht in 
his Catalogus Catalogorum mentions quite a number of them. 
But Bhatta Narayana appears to be the exclusive name of 
the author of the Venisamhara, 


We have seen before that the Sarngadharspaddhati 
quotes nine stanzas from the Venisamhaàra under the name 
Narayana Bhatia. This indicates that Bhatta Narayana 
was sometimes referred to as Narayana Bhatta as well. 
This latter form of the name can however not be regarded 


(j) These are stanzas Nos. 135 and 4009. For these see 
Appendix A. 
(E) See Catalogue of Sanskrit Manuscripts in Mysore and 
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as exclusive, for writers bearing the name Narayana might 
be called Narayana, Bhatta as a mark of honour and are 
actually so called, 


Mention has been made above of two other stanzas of 
Bhatta Narayana that are quoted in the Sarhgadharapad- 
dhati. Now these stanzas are quoted by Sarhgadhara 
under the name Nisà-Nàraysna, One of these stanzas viz. 
Uttisthantya ratante etc. has been quoted by Vallabhadeva 
in his Subhasitavali under the name Bhatta, Narayana. 
This leaves no doubt in our mind as to whom Sarngadhars 
means by Nisa-Narayans. He certainly refers to our author 
by that name. Nisa-Narayans then is the other name of 
the author of the Venisarhhara, 


Why Bhatta Narayana was called Nisi-Narayans is not 
known. But it looks as if he was so called because in some 
stanza of his the word Nisa occurred prominently. What 
this stanza was is again not known. The Sàrhgadharapad- 
dhati mentions a poet called Nidra-daridra, who evidently 

‘received that epithet because he used that expression pro- 
minently ina stanza of his, Two more cases of such 
nick-names may be quoted. According to some people 
Bhavabhiti was a title of the author of the Uttararāma- 
carita, whose real name, they say, was Srikanthat? , But 


(7) That stanza runs as follows: It is No. 3454 of the 
Sarhgadharapaddhati. 
am iqq Gara Basa ezt AAT 
AL at Hea Moa Saat TE TTA aa: | 
iE ara Wer agravarea ot 
aaa eer iter Marah: Fa: I 
(m) We do not hold this view. To say sois, we believe, 
completely to misunderstand the words in the following 
passage: ‘AZEARI: SPESA: TFIA 
aegis supevitq2: * werftcsfur—mT«mem. Here the words «TW 
and greg are quite decisive. They show that Bhava- 
bhuti isthe name and Srikantha the title of the poet. 
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he gained this title because he composed a line in which 
the word Bhavabhiti figured prominently”, Avcarya 
Diksita, the grand-father of Appayya Diksita, was known by 
the title Vaksasthalacarya. King Krsna Deva Raya of 
Vijayanagara (1509-1530 A. D.). once visited Kaficl. As 
he sat before the idol of Varada (a name of Visnu) in 
company with his wife, worshipping the deity, Acarya 
Diksita composed a stanza, which contained a flattering 
reference to the beauty of Krsna Deva Raya’s queen), This: 
pleased the Vijayanagara king so much that he decreed that 
the author be thence-forward known as Vaksasthalacirye. 


(x) The line, which according to some secured for Srikanthe. 
the title Bhavabhiti, is cither ‘grat gna sedem: or 
ARa: gat wz uar. ’ It seems clear that these 
lines arose after the name rather than the name sprang 
from the lines. 
(o) This stanza runs as follows : 
wis repeti dier arenes Ta | 
aS NTA TAERAA I 
The significance of the stanza will be understood if 
we remember that Visnu is supposed to have Laksmi 
permanently residing on his chest. When therefore 
the God saw before him a lady, who seemed to be 
Laksmi incarnate, he wondered whether the Goddess: 
had left her usual place and looked at his chest to make. 
sure that she was there. The ultimate idea in the stanza. 
is that the queen was so like Lakgmi that even Varade. 


mistook her for his wife. 
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II THE DRAMA 
1 THE TITLE or THE DRAMA 


VenisamhüraU), the title of this drama, means the 
¢ying up or rearrangement of the loose dishevelled mass of 
hair. It has reference to the vow of Bhimasena, which 
forms the central topic of the drama. In suggesting 
to us the nature of this vow Bhatta Narayana has intro- 
duced a change of far-reaching consequence in the original 
account of the Mahabharata and in order to call special 
attention to this change we are devoting a separate 
section to this title. 


In that notorious gambling match between the Panda- 
vas and the Kauravas, Yudhisthira lost all his wealth and 
possessions owing to the deceitful tricks of Sskzni Ulti- 
mately he staked himself and his brothers and even his 
wife and when he was defeated in the game oncə 
more, the Pandaves and their queen became the slaves of 
the Kauraves, Duryodhana thereupon ordered Draupadi 
to be brought into the assembly. She refused on the ground 
that she was not in a fit condition to go there. Duryodhana 
then sent his brother Dussdsana to bring her. ` He dragged 
her by her hair into the hall inspite of her protestations and 
pulled her only garment in his attempt to strip her naked. 
Duryodhana had already bared his thigh and showed it to 
the Pancala princess, intimating thereby his desire that she 
should occupy it. BhImssena's ire was roused, By all the 

-holy things in the world he vowed that for those indignities 


(p) There are three grammatical and threc exegetical ex pla- 
nations of the title VenIsamharam. For these see Notes . 
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heaped upon Draupadi he would tear open the chest of 
Duśśāssna and drink his blood and that he would break the 
thighs of Duryodhana with his mace, kick him on his head 
and with his hands smeared with the blood of Duryodhana 
rearrange the dishevelled hair of Draupadi, who was therefore 
to allow her hair io remain in that disordered condition till he 
Fulfilled his vow. 1t is to this latter part of BhImasena's vow, 
concerning the rearrangement of Draupadi’s dishevelled 
hair with hands gory with Duryodhans's blood, that refer- 
ence is made in the title of the drama. 


We desira to point out here that that particular portion 
of Bhimasena’s vow (printed in Italics above), which is 
referred to iu the title of tne drama, finds no sanction in the 
Mahābhārata., There is no reference to it in the Sabha- 
parvan, which describes the gambling, the dragging into 
the assembly of Draupadi and the various vows of the 
Pandava princes, In the Salysparvan also, which des- 
cribes the slaughter of Duryodhana by Bhimasena, we find 
.no mention of Draupadrs dishevelled hair being tied by 
Bhimasena with hands smeared with Duryodhana’s blood.. 
Further, in the description of the life the Pandavas led in 
the forest and in the capital of Virats there is no reference 
to Draupadl's allowing her hair to continue disordered with 
a view to their being ultimately rearranged by Bhimasena 
in the manner stated above. From the Sabhaparvan onwards 
Bhimasena has repeated his vow on many occasions, but 
nowhere is there any reference to his having vowed to 
rearrange Dreaupedi’s dishevelled heir with hands stained 
with Duryodhans's blood. It would therefore appear that 
this part of Bhimasena’s vow is Bhatta Narayanas own 
addition and it is easy to see that from the dramatic point 
of view it is of the utmost importance. But this fact does 
not appear to have struck any of the previous editors or 
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That this addition of Bhatia Narayana to Bhimasena’s: 
vow has had immense influence on subsequent literature 
and on people’s ideas about ‘this episode from the Maha- 
bharata can be easily seen. Numerous dramas dealing 
with the life of Draupadi and of the Pandavas subsequent 
to the incidents of the Sebhaparvan have been written in 
modern Indian languages. And everywhere Draupadi has 
been depicted as allowing her hair to hang loosely on her 
back, because she was not to tie them up till Bhimasena 
killed Duryodhana and rearranged them with hands. 
gory with his blood. On the stage whenever Draupadi 
appears, her hair hang loosely on her back. People are 
hardly aware that this condition of Draupadi is due tc 
Bhatta Narayana s innovation and that the Mahabharata 
knows nothing about it. On the contrary the general 
belief is that in the Mahabharata itself Bhimasena's vow 

- was exactly as Bhatta Narayana depicts it to be. Such - 
has been the tremendous influence of the Venisathhara on 
men’s ideas about the Mahabharata. 


A similar case may be quoted to illustrate how 2 
dramatist’s work influences people’s ideas about historical 
facts. Shakespeare portrays Henry V as his ideal man of 
action. English boys and girls learn their English history 
more from Shakespeare’s dramas than from regular history 
books. Consequently they have grand ideas about Henry 
V, but we know that history has a different verdict to 
bring about this monarch. 

———— 


We now proceed to give a summary of the drama act 
by act and add to it our critical appreciation; 
’ 2 SUMMARY OF THE PROLOGUE 
At the beginning of the drama we have the Prastavana 
or the Prologue, which commences with the usual mangala, 


| here consisting of three stanzas. Two of these are in 
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glorification of Lord Visnu, while the third is in praise of 
Siva. After this the Sütradh&ra enters and offers his own 
salutation to Krsna-dvaipayansa Vyasa, the author of the 
Bharata. He then informs the audience that he is going to 
represent Bhatta Narayane’s drama, the Venisamhara, and. 
requests that attention be paid to his performance either out - 
of regard for the labours of the poet, or out of reverence for 
the sublime plot, or out of curiosity to witness a new drama. 


Just at this moment the Pariparsvika, Assistant of the 
Sütradhàra, announces to him from behind the curtain the 
command of Vidura, issued to all actors, to open festivities 
forthwith ; for it is the time for the arrival of Lord Krsna, 
who has, through desire for the good of the family of 
Bharata, assumed the role of a mediator and is about to start 
for Duryodhana’s camp with the intention of negotiating 
peace. The Sütradhara is glad to learn this news and asks 
his Assistant to begin the concert. 


The Pariparsvika now enters and inquires to which 
season the song should refer. The Sütradhara replies that 
it should refer to the autumn and himself proceeds to 
describe it, His description of the season, owing to its 
double-meaning phraseology, suggests the fall of the 
Dhartarastras. The Assistant is much agitated by this 
suggestion. The Sttradhara points out to him the other 
meaning of his words and in order further to allay his 
perturbation invokes blessing on the Kauravas in another 
double-meaning stanza. This brings on him from behind 
the curtain a severe rebuke from Bhimasena, for he cannot 
stand peace with the hated Kauravas, who have wronged the 
Pandavas and their queen so grievously, and therefore does 
not like Krsna’s mediation. The Satradhara and his 
Assistant immediately quit the stage in order to escape 
from the gaze of the enraged Bhimasena, whose entrance 
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The dramatic purpose of a Prologue is briefly to intro-- 
duce the poet and the play and to prepare the audience 
for witnessing the piece to follow. Before the play actually: 
starts the audience becomes very impatient and sometimes. 
even rowdy and there is & lot of noise created in the theatre. 
The Prastéveana must be sable to quiet the sudience and 
capture its attention. With this view dramatists often 
‘Indroduce singing, or create expectations thereof in the 
mind of the audience by referring to it, for singing exer- 
cises such fascinating influence over the human mind. 
Thus in the Sakuntala while the assembly is still under the 
influence of the Nati’s enchanting melody, Dusyants enters 
and the play begins. Here also we find that just after the 
formal introduction of the poet is over, expectations of a 
musical concert are raised by the announcement of the 
Pariparsviks and while the audience eagerly looks up to 
it, the Sutradhara makes a sensational reference to the fall 
of the Dhàrtarasiras in his description of the autumn to 
which the song is to pertain, The attention of the assembly 
is thus diverted in an altogether different channel and the 
dialogue between the Sūtradhāra and his Assistant is 
eagerly listened to. The entrance of Bhimasena is again 
very cleverly effected by means of another paronomastic 
stanze and the play begins, The interest of the audience 
is thus nowhere allowed to flag. 


Another characteristic of the Prestàvanà is that it 
should be short. Some dramatists make it unnaturally 
long by introducing all kinds of discussions in it. A long- 
drawn Prastavana tires the audience which has a right 
to say that it has assembled to witness the dramas and not 


(a) See for example tho Prastivanz of the Prasannarüghava, 
which contains no less than twenty-three stanzas. 
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_ to listen to the views of the poet on sundry matters, or to 
hear an exaggerated account of his greatness and learning. 
Kalidasa’s Prastavana to his Sakuntala is an ideal one from 
this point of view. The present Prastavana appears a little 
too long. But that was inevitable. For, this Prastavanà is 
more than a Prologue proper. It unites in it the character-. 
istics of & Viskambhaka as well. The plot of this drama is 
taken from the Mahabharata, the story in which is so long 
that it was absolutely necessry to inform the audience 
where exactly the action of the drama began. This neces- 
sitated a few more speeches than would otherwise have 
been necessary. It is to be noted that Bhatta Narayana 
has constructed his Prastavanà with great skill. There is 
nothing unnatural about it and it satisfies all the require- 
ments so admirably. 


Reading between the lines of the Prasi&vana one is 
always able to form some ideas regarding the dramalist's. 
position in the literary world. This Prastāvanā does not 
reveal Bhatta Narayana as having attained any very great 
literary eminence. He does not even appesr to feel sure 
that the audience would. give him a patient hearing. He 
has therefore to plead, more or less helplessly, even like 
Kalidasa in his Vikramorvesiyam, that attention may, for 
one reason or another, be kindly paid to his performance.” 
There seems to be no doubt that when Bhatta Narayana 
wrote this passage, he had Kalidasa’s Vikramorvaslya 
stanza before him. Kaālidāss’s influence on Bhatta. Nara- 
yana is visible in this Prastévana in another place also. 
When the Pariparsvika enters, he asks the Sütradhara, 
* Concerning which season should the song be sung?.” The 


(r) With Bhatte Nür&yana's ‘aga ARARSA SIRAT- 
PREIA aaa amai” compare 
Kalidisa’s ‘ qorfag ar qia WAIT AA aT- 
fated: amaa eaaa Vi. 2. — 
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Sūtradhāra answers by saying that the song should refer to 
the autumn, which has just set in. All this appears to be 
almost an exact copy of the dialogue between the Sūtra- 
dhara, and the Nati in the Sakuntala..*) 


A dramatic Prastavana is, according to writers on 
rhetoric, of five kinds. The Prastavana of the Venisamhara 
belongs to the Kathodghata type, which is one of these 
five” The Kathodghata Prastàvan& is that in which a 
character makes his entrance on the stage, repeating 2 
sentence of the Sitradhara or making reference to what the 
Bütradhüra has said, In the Venisamhara Bhimasena 
enters, repeating & few words of the Sütradhàrs and ex- 
pressing his resentment at the general tenor of the 
Sütradhüra's stanza.) The Prastavands of the Ratnavall 
and the Mudraraksasa also belong to this Kathodghata type. 


(s) Compare the following :— 
AAAA FAH TORT ECT MANAN 
GATT: UH qa TAAT saca 
saa fe 
aiaga 1 
TTM — | mew | TAH TATANG quu t 
TATAG TTNG AA ATANG Tat GEH 


an aai sm 
Saa o 
(2) Read 

SWR: FATA: TATA | 
serere wer were: ! 33 

BATT ATT AT WHTTGDIWOT WU! 

HAT quon Hated: A Te N 35 

—Wügerqdur R vi 


(u) The Sütradhara says in i, 7d‘ edi ward BETA: WT: ^. 


Bhimasena’s words in 1, 8d are “erem aaa n sa 
Sm *. 
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4 SuxMARY OF ACT i 


The Pandavas have fulfilled the condition of twelve 
years’ residence in the forest and further one year's resi- 
dence incognito. Duryodhana is yet unwilling to restore to 
them their legitimate share of kingdom. Both sides prepare 
for war. The pious Yudhisthira becomes alarmed at the 
prospect of the impending calamity and a last attempt to 
settle matters amicably is determined upon. Lord Srikrsna: 
is chosen as the mediator of peace and he has already 
departed on his mission. Everybody is looking forward to 
the expected pesce with a feeling of relief. But Prince 
Bhimasena is of another mind. He cannotstand peace with 
the hated Kauravas and consequently does not like the 
Lord's departure for Duryodhana’s camp. His ire is roused 
when he finds the Sütradhàra exulting in the prospect of 
peace andin a mood of bitter resentment he makes his 
entrance on the stage, followed by his beloved brother: 
Sahadeva, and the drama proper begins. 

Sahadeva tries to ally the anger of Bhimasena, but 
Bhimasena is not in a mood to listen to any argument, He 
is even ready to revolt against the authority of Yudhisthira 
and wants to destroy the Kauravas single-handed. In rage 
he starts for the armoury, for which he mistakes Draupad!’s 
quadrangle. On being reminded of his mistake, he decides 
to wait for the Queen’s arrival, for he wants to take leave 
of her before embarking upon the task of effecting his fell 
revenge. Sahadeva in the meanwhile tries to explain to 
him the circumstances under which and the motive with 
which Yudhisthira made his overtures of peace and 
informs him of the condition viz. the grant of five villages, 
on which peace is sought to be effected. Bhimasena flouts 
his words, and being most painfully surprised at 
Yudhisthira’s low demand, absolutely refuses Eos associate 


himself with such peace. 
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At this juncture Draupadi makes her entrance. Tears 
are rising in her eyes. Sahadeva fears that her sight would 
add fuel to the already blazing fire of Bhimasena’s anger. 
And what had happened was this. \Draupadi along with her 
co-wives had gone to pay customary obeisance to Gandhari. 
On her way back she was seen by Duryodhana’s wife 
Bhanumat!, who made a cruel and insulting reference to 
her loose hair which, she said, must now bo tied, in view of 
the peace that the Pandavas were striving to bring about 
by means of only five villages. This is too much for the 
already excited Bhimasena, who, while impatiently rising 
from his seat, declares that ina short time he will bresk 
the thighs of Duryodhana and tie up Draupadi’s hair with 
hands gory with his blood. 

Behind the curtain a great noise is heard and a drum 
is loudly beaten. A Chamberlain enters in haste and in- 
forms Bhimasena that Lord Krsna has returned, his mission 
having proved unsuccessful, and that Yudhisthira has 
ordered hostilities to be commenced forthwith. Taking an 
affectionate farewell of their Queen, Bhimasena and 
Sahadeva then depart in order to have an interview with 
Krsna and Yudhisthira. 

5 CRITICAL APPRECIATION OF ACT i 


Tho first Act of the Venisamhàra is from the dramatic 
point of view highly successful, Except for two matters? 


(v) The first is connected with the use of the word semasa, 
in the passago ' aAa: Tea gura ^p. 10 (Test). 
For the objectionable feature in this passage see pp. 
36-37 Notes. The second point refers to the significance 
that Bhatta Narayana attaches to Yudhigthira’s demand 
of five villages and that is explained to Bhimasena by 
Sehadeva on pp. 19-14 (Text). For the confusion . 
which Bhatta Narayana has oreatod in the explanation 

of this significance sec pp. 42-44 ( Notes ). 
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“there is here nothing defective. Rules of Sanskrit 
dramaturgy do not allow the division of an Act into scenes, 
-An Act constitutes so to say one long scene, for the stage 
is not to be left vacant during its course. Yet itis always 
possible for the purposes of criticism to look upon an Act as 
made of a certain number of scenes and the dramatist’s 
“Skill of plot-construction lies in the way in which he 
weaves these scenes together so as to create the impression 
of a consistent Act, free from all artificialities, 


The first Act consists of three scenes. The first scene 
contains the conversation between Bhimasena and Sshadeva 
and ends with stanza 14. The second is very small and is 
made up by the short dialogue between Draupadi and her 
maid and closes with Draupadi’s decision to stay in a 
secluded place and listen to what Bhimasena has to say in 
his angry mood. The third scene is the longest in the Act 
and extends from Bhimasena’s speech at the bottom of p. 12 
to the end of the Act on p. 24. ` 


It will be seen that these three scenes have been very 
-cleverly managed. They follow one another with logical 
precision. The way in which Bhatta N: arayana has brought 
about the meeting of Bhimasens and Draupadi is so skilful. 
Enraged at Yudhisthira’s attempts to make peace and deter- 
mined on breaking loose from his authority aud on wrecking 
his vengeance single-handed, Bhimasena naturally turns his 
:steps toward the armoury, where he wants to provide him- 
self with his terrible mace. But rage deceives him regard- 
ing the exact locality of the arsenal and he finds himself 
before Drsupadl's quadrangle. This is a very fine and 
natural touch, As his revolt against Yudhisthira's autho- 
rity proceeds from his high regard for-DraupadI, whose 
wrongs he intends to avenge, it is quite natural that he 
Should desire to bid farewell to her before embarking on 


cchisumissign.y, Ha dadhengforo glad to sosise dis mistalre adn Kosha 
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tries to see the Queen. All this isso natural, Then again: 
the way in which inspite of himself, Bhimasena is led to: 
inquire about the condition on which peace is sought to be. 
effected viz. the introduction of the expression Krsnügama-- 
nam, marks the poet's skill, The anger into which Bhima- 
sena flies, when he learns the condition of five villages,. 
so natural in itself, is very cleverly exploited by the poet ta: 
serve a dramatic purpose. Draupadi is now to enter and a di- 
fficulty arises viz. What are Bhimasena and Sahadeva to do- 
on the stage during the time taken by the dialogue between 
Draupadi and her maid, which forms the second scene in 
this Act? Are they tostand still on the stage, blankly 
looking about here and there? This would have been highly 
jnartistic. Bhatta Narayana therefore very ingeniously 
makes Bhimasena turn his face away from Sahadeva in 
anger and represents him as keeping silent fora time, 
because, overpowered by rage, he is as it were struck dumb.. 
Sahadeva stands looking at him, wondering what he would 
gay. In the meanwhile the conversation between Draupadi 
and her maid is over and they purposely station themselves 
in a corner to observe the doings of Bhimasena, It wilt 
thus be seen that the whole situation has been managed i 
with great skill, 


Further on when the account of the fresh insult suffered 
by Draupadi is related and Bhimasena in impatience rises- 
from his seat and makesa solemn declaration of killing: 
Duryodhana in a very short time, the reader begins to. 
wonder what next will follow and whether Bhimasena will 
really set Yudhisthira's authority at nought, as looks quite 
probable. But just in time the drum is loudly beaten. 
behind the curtain and the Chamberlain enters to announce: 
to Bhimasena the failure of Krgna’s mission of peace, This 
saves Bhimasena from a rather awkward situation that has- 


| CEO: p heen, onaated, hy his own. solemn. declara jon of Killing 


angotri Gyaan Kosha 
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Duryodhana in a very short time. For he can now proceed 

“to do what he wants with full permission of his elder 
brother. Then again the scene where the Chamberlain 
reports the incident of Duryodhana’s unsuccessful attempt 
‘to secure the person of Krsna, which is marked by the 
reverential confusion in which Bhimasena, Draupadi and 
‘Sahadeva are thrown at the mere mention of Krsna's name, 
and the scene which depicts the parting between Bhimasena 
-and his loving Queen, amply illustrate Bhatta Narayana’s 
-dramatic powers. 


The hopeless confusion that Bhatta Narayana’ makes 

‘in the elaboration of what he terms the vyutpatti or signi- 
ficance of Yudhisthira's demand for five villages has been 

-set forth in detail in our Notes pp. 42-44. In the Mahabha- 
‘rata Yudhisthira is a pious man, who is really apprehen- 
‘sive of the impending destruction of his family and makes 
honest efforts to bring about peace and avoid war by 

preferring a very modest request for five villages, But 

Bhatta Narayana tries to make Yudhisthira a politician in 

addition. Thus not satisfied with merely entertaining pious 
hopes and taking action accordingly, the Yudhisthira of 

-Bhatta Narayana wants to make a display) of his pious 
‘heart before the world and tries to convince it that the 
‘moral guilt of the war with all its attendant evils lies on 
Duryodhana and not on him. This is evidently the poli- 

‘fician’s point of view and it is this which Bhatta Narayana 
wants to make out in that elaborate vyutpatti which Saha- 

«deva so painfully explains to Bhimasena, Inthe Mahabha- 


(w) Read Sahadeva’s words? «4 gu GRE aq erga 
queque «aq. Here emphasis is to be laid on the word 
(manifested, revealed ). Yudhisthira is not, 
Satisfied by merely possessing a heart, apprehensive of: 
the destruction of his family, He wants to manifest 

it to the world. wu eng 
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rata there is no significance whatsoever in Yudhisthire's- 
demand for five villages. With a view to represent him as. 
a politician in addition to being a pious man, Bhatta Narà- 
yans endows his message to Duryodhana with a certain 
significance, which Bhimasena, not a politician by any: 
ineans, naturally fails to understand. The politician’s and: 
the soldier's points of view, represented respectively by 
Sahadeva and Bhimasena, have been very ably set forth in. 
their conversation regarding this significance, and it is 
amusing tosee how the soldier Bhimasena by his plain 

` words at once demolishes the elaborate structure of’ 
vyutpatti constructed by the politician Sahadeva. It will 
thus be seen that inspite of the confusion created, which 
Bhatta Narayana probably was quite unconscious of, the. 
change he has introduced and the way in which he carries 
it out, reveal his ingenuity and skill and make the whole. 
scene very effective from the dramatic point of view. 


The main interest of this Act centres round the all-. 
dominating figure of Bhimasena, the conflict of emotions in 
whose mind it is very interesting to observe. Caught bet- 
ween two opposing duties, duty to his elder brother, who- 
as a guru is to him always vandya"), and duty to his 
beloved, whose wrongs he cannot allow to remain unaveng- 
ed any longer, Bhimasena presents a spectacle of absorbing. 
interest. For thirteen long years, out of reverence for his 
elder brother, he has slept over the various humiliations. 
received, with eager but subdued expectations of ultimately 
being able to have his full revenge. But this new move 
on Yudhisthira’s part, of arranging peace through the in-- 
tercession of Krsna for the paltry consideration of five. 
Villages, seems to shatter for ever his cherished dreams of 
bloody revenge. He can clearly see that peace with the 


~~ 


(a) Compare Bhimasena’s words ‘aar: we aw:’ p. 17 (Text). 
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accursed Kauravas at this juncture means the abjuration of 
all his solemn vows and the non-fulfilment of his sacred 
promise to Draupadi to bind her hair with hands gory with 
Duryodhana’s blood. The thought of all this is so re- 
pugnant to him that in rage he becomes ready to revolt 
against Yudhisthira's authority and seek his revenge 
single-handed. The report of a fresh insult suffered by 
Draupadi seems to complete his severance from his brothers 
and in impatience he rises up as though to rush ‘immediately 
at Duryodhana’s throat. But fortunately the announcement 
of the failure of Krsna’s mission of peace comes in time to 
save him from the awkward situation of having to go 
against the desires of his elder brother, whom he has 
followed all these long years with absolute devotion. 

This picture of Bhimasena’s mental state is no doubt ex- 
tremely interesting, but what is still more interesting to 
observe is the sting of conscience: which inspite of himself 
he feels in adopting the course he intends to follow. He is 
conscious that he will incur sin and censure, but in rage 
declares he is prepared to suffer them. When calmed down 
a little he begins to speak in somewhat apologetic tones 
and seems to suggest that his violent words proceeded from 
the torment caused to him by Yudhisthira’s attempt to 
arrange peace. He inquires sympathetically regarding 
the condition on which peace is sought to be effected and it 
looks as though he will consent to peace, if it is made for 
adequate consideration. But the degrading nature of 
Yudhisthira’s demand, coupled with the report of a fresh 
insult suffered by Draupadi, inflame him once more and his 
impatience knows no bounds, The remarks of Draupadi 
here and there are also significant in this connection’. 


(y) Compare ‘ea gaint, vata agus: steal v Aaa? 

pp. 11-12, ‘aera gard Tt | emi aerate |? p. 15 

and oa gat eur WaT | wüsmpgacegsuiud T 

ART: i | 
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They clearly show that the princess is quite confident of 
Bhimasena’s capacity to achieve everything he has promis- 
ed, but appears to be equally certain that he will not go 
‘against Yudhisthira’s desire even inspite of his violent 
"words and apparent readiness to do so. Her constant prayer 
‘therefore is that Bhimasena’s brothers and especially 
‘Yudhisthira may not prove antagonistic to his determina- 
‘tion. It will thus be seen that Bhatta Narayana has done 
‘extremely well in presenting to us this absorbing picture of 
“Bhimasena, which reveals his dramatic genius no less than 
"his skill. 

Out of the other characters presented to us in this Act 
Draupadi is the most important. <A princess of blood royal 
by birth, endowed with the most matchless beauty, she is 
‘subjected to humiliations of the worst type inspite of her 
valiant husbands. Her miseries seem to have even changed 
"her princely disposition and a strain of cynicism and hope- 
Jessness is clearly noticeable in her short pithy sentences. Her 
affectionate heart and her feverish anxiety for the safety 
of her husbands are very well brought out in that small 
scene of leave-taking at the end of the Act. Here Bhatta 
Narayana clearly displays his intimate knowledge of a 

,woman's and a wife's heart. Though always wishing, 
.and wishing with a fervour that miseries and humiliations 
_of the kind she has suffered can alone generate, that her 
. husbands should declare war and avenge her wrongs, she 
grows extremely nervous about their safety, when war is 
actually declared, and fears that they may endanger their 
.lives out of regard for her. With a beating heart she 
-therefore implores them not to do so. Altogether this 
-much-wronged daughter of epic India, with hair loose and 
her face stamped with dejection, excites our pity and we 
‘heave a sigh of relief, when towards the end of the Act we 
_ learn that her days of misery are over and that happiness, 
which she richly deserves, is in store for her. . 
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Sahadeva and Buddhimatika deserve some notice. -But 


«pf these Sahadeva is a mere non-entity. His only qualifica- 
bion is that he is most loved by Bhimasena and that is why 


Bhatta Narayana brings him on the stage. He has no 
individuality and no marked characteristics. He represents 


‘the view of Yudhisthira and serves as an excellent foil 


to Bhimasena. But even he is so much impressed by 
‘Bhimasena’s words that on the spot he promises support to 
his undertaking on behalf of himself and his brothers, 
when yet he does not know the result of Krsna’s mission of 
peace. Buddhimatika on the other hand is far more inte- 


resting. Smart, clever and ready-witted, she is just the 


kind of servants that were attached to royal households in 


ancient India. Inspired with dignified loyalty towards her 


mistress, she makes quite a spirited reply to Bhanumatl’s 
mean attack and deservedly wins the applause of Bhimasena. 


‘When on firm ground, she hesitates not in snubbing even 
‘the angry Bhimasena“, for she knows very ,well that this 


snub will ultimately gratify him. 
6 SUMMARY OF PRELUDE TO ACT ii 
Vinayandhare, the Chamberlain of Duryodhana, is 


searching for Queen Bhanumati. He is an old man, infirm 
with age,and lives in the harem more as a matter of form 


than for any active service. Yet he has been command- 


ed by His Majesty to find out quickly whether the Queen 
hes returned from her customary duty of bowing to the feet 
of Gandhari. For, before Duryodhana proceeds to the field 
of battle to congratulate Karna, Jayadratha and others on 


(2) Read :— 
MAWA —B3 cafes, qat Fer aie — c 
DAHAT We Wesel AAI Sit suf | 
Wirt: iS TACT wee | 


i p. 18 
See for the snub p. 51 (Notes) . 
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their slaughter of Abhimanyu, he wants to see his Queen.. 
On inquiry with a palace maid, Vihangika by name, 
Vinayandhara learns that Bhanumati has returned from 
Gandhari’s abode and is staying in the Balodyana, because: 
-sho has from that day begun the practice of a religious. 
Observance with a view to ensure victory in bettle to her 
husband. 


The Chamberlain is struck at the contrast between the 
mentalities of the wife and the husband, for while the 
former realises the seriousness of the situation arising from 
the war that is proceeding, the latter is yet engrossed in 
sensual pleasures, when the Vasudeva-helped Pandavas are 
up in arms against him. Another point in the behaviour 
of his mester also strikes Vinayandhars as being improper 
viz. that he should feel no anxiety at the overthrow of the 
celebrated warrior Bhisma, who has been laid low by th 
Pandavas, but that he should be elated at the murder of the 
boy Abhimanyu, already much too exhausted by his victory 
over many mature fighters! The Chamberlain sees no: 
hope for his master except that of Providence, and proceeds 
to inform Duryodhana that Bhanumati is in the Balodyàna. 


7 CRITICAL APPRECIATION, OF PRELUDE 
TO ACT ii 


In a drama there are always certain subordinate parts 
of the plot, which are important enough for the audience 
to know, but which at the same time are not so important as 
to be regularly enacted on the stage. Then again there are. 
certain incidents, the knowledge of which is necessary for: 
the audience in order to pick up the thread of the narrative,. 
but which are impossible to be actually represented on the: 
stage, either on account of the inherent difficulty involved 
in such representation, or on account of the prohibition 


of their representation laid down in works on dramaturgy- ; 
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It is just these subordinate parts and these incidents that- 
form the proper province of a Viskambhaka or Prelude, and: 
a Prave$aska or Interlude. Used at the beginning of an act, 
the purpose of a Prelude or an Interlude is thus to connect 
the preceding with the subsequent Act by informing the- 
audience of what has happened in the interval, either by 
direct statement, or, better, by indirect suggestions. This. 
is done by means of a monologue, or of a conversation bet- 
ween two or more characters. The very nature of a Prelude 
or an Interlude precludes the possibility of characters of' 
the first class taking part therein and they are therefore run 
by middle or low characters. Their purpose necessarily 
gives them an air of artificiality, for therein we geb more 
narration than action, and the cleverer the dramatic artist 
is, the more natural and easy his Viskambhakas and 
Pravesskas turn out. Besides this Viskambhaka Bhatia. 
Narayana has used a Pravesaka at the beginning of the- 
next Act and in both these he shows himself to be a very 
successful artist. 

This Viskambhaka, though so short, is so full of sugges- 
tions, which moreover are conveyed to the audience in a. 
perfectly natural way. War, we learn, has already co:n- 
menced and Bhisma, the first Commander-in-Chief of 
Duryodhana hes been over-thrown. Abhimanyu, Arjuns's 
‘valiant son, has just been slain and the Kaurava king is in 
exultation., But the chief importance of this Viskambhaks 
lies in the glimpses it affords us into the character of 
Duryodhana, who is to figure prominently in the main scene | 
to follow. By means of a few artistic touches Bhatta 
Narayana has here skilfully painted the. character of 
Duryodhana, who-has been shown to be at once thoughtless, 
mean, voluptuous and degraded. When the Chamberlsin 
makes a reference to Duryodhana’s wonderful power, he is. 
really somewhat sarcastic in his remark and wants to bring: 


out the thoughtlessness of his master in issuing to an old: 
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decrepit servant a command which makes him run about in 
-spite of himself. That he should rejoice at the slaughter of 
Abhimanyu and proceed to congratulate the great warriors 
who conjointly killed the boy, who was fighting single- 
handed and was-exhausted, is a sufficient testimony to his 
meanness and moral degradation. His profound unconcer- 
nedness at the overthrow of the greatest warrior on his side 
-shows how little he has realised the responsibilities of his 
position and his attraction for the pleasures of his wife's 
company, in the face of the Pandavas who were up in arms 
against him, reveals at once his voluptuousness and his 
recklessness. 

Tt is worthy of note that all these traits of Duryodhana's 
„character have been brought to our notice so naturally that 
we hardly think the author is making any conscious efforts 

: to delineate his character. For he takes advantage of the 
natural tendency of servants, especially old ones, to criticise 
‘the doings of their masters behind their back and nothing 
therefore strikes us as unnatural when the Chamberlain 
gives us a piece of his mind regarding his master 
Duryodhana. This picture of Duryodhana serves also & 
«dramatic purpose viz. it prepares us for witnessing him as 
he is painted in the second Act proper. 


Another important character to which our attention 
“is drawn in this Prelude is Bhanumati. The wife of a great, 
‘proud, reckless and voluptuous monarch, who is passio- 
nately fond of her, Bhanumat! still remains a dutiful 
-daughter-in-law and observes the usual custom of paying 
her respects to her mother-in-law every morning, though, 
-as we shall presently see, her mind is extremely uneasy. 
‘She has already grown apprehensive regarding her hus- 
band’s safety and in her own way attempts to ensure him 
“victory of arms in the field by commencing religious 
observances, She presents an interesting contrast to her 


| CC-O. Prof. Satya Vrat Shastri Collection. Digitized By Siddhanta eGangotri Gyaan Kosha 
| 


Summary of Act ii 45- 


reckless husband, who cannot realise the seriousness of the 
situation, a contrast which is carefully maintained through-- 
out the second Act. 


8 SUMMARY OF ACT ii 


Queen Bhanumati has dreamt an ominous dream, which: 
has greatly alarmed her loving heart. Consequently she 
leaves her bed-chamber early in the morning, even without 
taking formal leave of her husband, as was her wont, and 
after paying her customary respects to her mother-in-law, 
relires to a lonely place in the Balodyana in company with 
her friend Suvadan& and her maid Taralikà and with the 
discovery of these three women in the Balodyana, the second . 
Act proper commences. 


Pressed by her friend and her maid to relate to them. 
the account of her dream, Bhanumati, with the nervousness. 
so natural to her loving nature, tells them that in her dream 
she saw a nakula dr an ichneumon killing a hundred 
serpents in her presence and that the same nakula after-- 
wards proudly removed her breast garment. This is surely 
ominous as it indicates the slaughter of the hundred Kau- 
ravas and the inflicting of widowhood on Bhanumat! at the 
hands of Bhimasena, Suvadanà and Taralikà become ns- 
turally alarmed even like Bhanumati and they all determine 
to avert the evil effects of the dream by pious deeds such 
as salutation to gods and gifts to Brahmanas. The sun hes. 
by this time risen high and Bhanumati offers him worship 
with great devotion and begs of him that her evil dream 
may through his favour turn out to be auspicious to her 
husband and his brothers. As she further proceeds to per- 
form the worship of other deities as well, her pious activity 
is rudely disturbed by her husband Duryodhana, who 
recklessly scatters on the ground the flowers meant for being: 
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Duryodhana with his sensual disposition concludes that 
his beloved is lovingly angry with him, as she did 
not formally take his leave while departing from his 
-chamber early in the morning. He therefore wants to see 
‘and appesse her before going to the field of battle to con- 
gratulate the valiant slayers of Abhimanyu. Accordingly 
he follows her into the Balodyana, overhears her conversa- 
tion with Suvsdanà and Taralikā and becomes suspicious 
about her virtue owing to the ambiguity of the word 
nakula in her speech, but fortunately his suspicions are 
-dispelled in time. He then introduces himself only to stop v4 
his beloved's pious observances by his lewd behaviour and 
flouts away her apprehensions created by the dream as being 
ridiculous, unfounded and useless. 


At this time a violent hurricane makes it impossible 
for the party to stay in the garden and they all repair to 
the security of the palace on the wooden mountain, where 
Duryodhana, feels himself ai liberty to commence dalliance 
with his wife afresh. But he is most unceremoniously 
„disturbed by old Vinayandhara, who comes in confusion to 
inform him that the flag of his chariot has been broken by 
the terrible wind. The door-keeper then enters to announce 
the arrival of Duryodhana’s sister Dussala and her mother— 
in-law, who are terrified at the solemn declaration of Arjuna 
that he would- kill Sindhurajs, in revenge for his son's 

-dastardly murder, before the sun had set on that day. 
Duryodhana quiets their fears by pointing out to them how 
futile the vows of the Pandavas are and at once goes away 

-to defend his sister's husband against the attack of Arjuna. 


9 CRITICAL APPRECIATION OF ACT il 


To the human mind generally the sentiment of love 
appeals more than any other. The second Act, which depicts 


this sentiment, is therefore very delightful. The contrast 
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‘between Duryodhana and his wife, which is already sugges- 
‘ted in the Viskambhaks to this Act is here consistently 
maintained up to the end. The low despicable character of 
the Kuru king is thoroughly exposed. Right up from the 
beginning of this Aci the post has availed himself of every 
opportunity to lower Duryodhana in our estimation. The 
reckless way in which he stops the pious observance of his 
wife fully reveals his sensuality. His deliberate blindness 
to evil omens that unmistakably suggest his fall and his 
absolute refusel to form even a proper estimate of the 
‘strength of the Pandavas clearly indicate the infatuation of 
a doomed man which has completely overpowered him. 


But the care with which the poet paints the character 
of Duryodhana, interesting in its own way no doubt, is as 
nothing when compared with the attention he bestows on 
Bhanumati. Bhatta Narayana has lavished all his skill 
-on her. She is in fact his favourite. An ideal wife, she 
has the misfortune of being wedded to a man who is un- 
worthy of her. She represents virtue married to vice. The 
nervousness of her heart at the alarming dream she has 
-dreamt is well brought out in the hesitating way in which 
‘she relates the account of her vision. Her devotion to her 
lord and her anxiety for his safety ara visible at every 
‘step. A typical Hindu wife, she tries her best to persuade 
her husband to allow her to proceed in her pious observance; 
but she fails in her attempt and has to submit to the inevi- 
table. Up to the very last she acts asthe gusrdian angel 
-of Duryodhana, but he heeds not her voice. 


The poet has thus made Bhanumati an exceedingly lova- | 


ble woman. We now begin to wonder how such & perfect 
-creature can have been guilty of the base, almost unwomanly, 
attack that she is represented as making on Draupadi in the 
first Act. We almost wish she had not ridiculed Draupadi 
in that way. That appears to be the only blot on her other- 
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wise faultless character. What is the explanation of this 7 
Would the character of Bhanumati be improved if we could: 
drop that particular episode from the first Act? How could: 
such a paragon of virtue stoop so low as to give such an 
unkind cut toa member of her own sex? Is there not 
inconsistency between the Bhanumati as revealed in Act i 
and the Bhanumati as represented here? In order to answer 
questions of this kind satisfactorily we must remember that 
Bhanumati was after alla human creature. It appears to- 
us that Bhatta Narayana, far from being inconsistent, oniy 
reveals his intimate knowledge of the world and human 
nature by representing Bhanumati as passing that undigni-- 
fied remark concerning Draupadi. Thereby he wants to 
show to us that even virtue cannot remain immaculate 
when it isin constant association with vice. Day after- 
day Bhanumati must have heard Duryodhana, Dussasana. 
and others ridiculing Draupadi and saying all sorts of 
things about her. And it was no wonder if she became: 
tainted a little. Indeed, Bhatta Narayana himself appears 
to offer an explanation of this apparent inconsistency in 
the speech of Sahadeva‘:>), who informs Bhimasena that 
Bhanumati after all is Duryodhana’s wife and such mean- 
ness is therefore not unexpected from her. 


There are one or two points in Bhanumati’s account of 
her dream that call for adverse criticism. She speaks of the 
nakula or ichneumon that she saw in her dream as possessed 
of a form that surpassed a celestial form in beauty. Now 
can this description be considered to be appropriate as- 
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applied to an ichneumon? Do we ever make a distinction 

‘between a good-looking ichneumon and an ugly one? Ideas 

like these are possible in the case of noble animals like 
horses, elephants and others. We may for instance speak 

of s horse as possessed of excellent or even celestial beauty. 

But to speak of an ichneumon as surpassing celestial beauty 

sounds a trifle absurd. Then again how can an ichneumon 

remove the garment from Bhanumati’s bosom by extending 

his hand? Bhanumatiis not even represented as sitting. 
She entered a bower of creepers. The ichneumon followed 

her and removed her bresst-gsrment by stretching out his 
hand, How then could this happen ? 


In this connection it appears tous that in making 
Bhanumsti relate the account of her dream Bhatia 
Narayana was so much taken by tha suggested sense of her 
words, the sense which he intended Duryodhana to under- 
stand, that he actually neglected to see thet the words of 
Bhanumati, in the sense in which she intended them, were 
reasonable. This must therefore be put down asa serious 
defect in the episode of the dream which otherwise is very 
ingenious. There is however 2 way of ‘defending Bhatta 
Narayans. Visions seen in dreams must not be judged by 
standards applicable to incidents of ordinary life. For in 
dreams all kinds of occurrences, possible and impossible, 
are observed.  Svapaü janah kim na khalu preksate? 
Badarayana also speaks of the wonderful appearances pre- 
‘sented in dreams. (Vide Brahmasitra iii. 2. 3 and Rama- 
nuja’s Sribhasya thereon) Therefore the dream of 
Bhanumat!, though apparently unreasonable, must not be 
considered to be really so. It must be added however that 
guch defence appears to us to be extremely weak. 


The second Act is delightful no doubt. But how far 

does it advance the central action of the drama ? What is 

the purpose of this Act as part of the play Venisamhara ? 
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Tf these questions are pressed home, Bhatta Narayana has. 
no answer. In fact,as we enjoy the various episodes in 
this Act, the account of Bhanumati’s dream, Duryodhana's 
suspicions about her virtue, the love scene between the 
husband and the wife, we altogether forget -that we are: 
reading a drama called Venisamhara. Only towards the 
close of the Act, when Dussala and her mother-in-law enter 
with the news of Arjuna’s vow, we become aware of events 
happening outside the Balodyana. Thus as far as the central 
action-of the drams is concerned, the only advance made by 
this Act is the knowledge of Arjuna's vow that is conveyed 
to the audience. 


This then represents the fundamental defect in Bhatta 
Narayana’s dramatic genius. Though master of the art of 
portraying brilliant character sketches, the poet lacked the 
skill of weaving his Acts indissolubly with the central 
action. This Act, for instance, appears to have been con- 
structad more for the purpose of depicting Srngara and pre- 
senting the characters of Duryodhana and Bhanumati than 
for advancing the action of the play. Even with reference 
to this love scene and the manner in which it is described, 
a critic may raise an objection on the ground of the advanc- 
ed age of the parties concerned. For we must remember that 
Duryodhana was fairly old by this time. 


10 SUMMARY OF INTERLUDE TO ACT iii 


On the field of battle a demoness in hideous dress is. 
glutting over the war which affords her ample opportuni- 
ties of feasting upon human flesh and blood. She is grati- 
fied to think that the war has enabled her to replenish her 
larder with hundreds of pitchers of human blood, flesh and 
marrow. In this scene of delight she is reminded of her 
husband Rudhirapriya and wonders where he could have: 
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Rudhirapriya now makes his appearance. He is fati- 
gued and is feeling thirsty. Vasigandha is struck to find 
her husband suffering from thirst when there is a regular 
sea of blood and fat on the battle-field on account of the 
innumerable men, elephants and horses that are slain, 
Rudhirspriya informs her that he has been to see their 
mistress Queen Hidimba, who is burning with grief for the 
death of her son Ghatotkaca. Only somehow she is being 
consoled by Queen Subhadr3, herself in similar sorrow 
owing to the slaughter of Abhimanyu, and by Draupadi. 
Vasigandha then proceeds to inform her husband of the 
great store that she hss been able to collect and recounts, 
the names of some of the famous warriors whose blood and. 
fat have contributed to that store. : 


Rudhirapriya on his part informs his wife of a wel- 
come command he has recieved from Queen Hidimba, 
Master Bhimasena has vowed to drink the blood of Dussa- 
sana, Rudhirapriya must therefore wander on the battle- 
field in the wake of Bhimasena and drink Dusésasana's 
blood by entering Bhimasena's body at the proper time. 
Vasagandha is only too glad to learn of this command. 


A grest tumult is at this time heard. The Janon 
observes thst Drops is being dragged by the hair and killed 
with a sword by Dhrstadyumna. A$vatthaman is then 
sighted and the demon couple quickly quits the stage lest he 
may kill them too in anger against the son of Drupada. 


11 CRITICAL APPRECIATION OF INTERLUDE 
TO ACT iii 


From the dramatic point of view this Interlude is mos} 
successful. In a perfectly natural way it s uggests so many 


cc-otbiygs that have heepaned in ithe interval bet, TEER EUR kosna 
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of the second Act and the beginning of the third. Arjuna 
has fulfilled his vow of killing Jayadratha and he did 
excellent battle work on that day. Ghatotkaca, Drupada 
and Virata (Lord of the Matsyas) on the Pandava side and, 
Bhagadatts, Bhirisravas, Somadatta and Balhika on the 
Kaurava side have been killed. We also know Drona has 
just been slain by Dhrstadyumna and the entrance of 
Aévatthaman is cleverly suggested. It will thus ba seen 
that this Interlude advances the action of the play in a 
wery great measure. 


But one may ask: What was the necessity of represent- 
‘ing this loathsome scene between the demon and the 
-demoness and the disgusting Blbhastsarasa with which it is 
replete? Would it not have been possible for the poet to 
suggest all these incidents in some other way, say, by means 
‘of a conversation between two servants or two soldiers? Is 
it not an evidence of bad taste on the part of the author to 
‘present us with a scene of this kind after the delightful 
‘love-scene of Act ii? 3 


Tt appears to us there are three purposes, two moral and 
the third dramatic, which Bhatts Narayana wants to achieve 
by means of this PraveSaka. As a delineator of human 
society he wants us to realise that the world is not after all 
merely ‘delightful’. It possesses a much more varied charac- 
ter than we seem to imagine. Engrossed in the enjoyment 
‘of sensual pleasures we are too often apt to forget this. 

4 Writers on philosophical subjects sometimes try to dissuade 
‘us from worldly pleasures by depicting the human body in 
| all sorts of loathsome ways. By repres enting how our 
most cherished bodies are after our death eagerly feasted 
upon by demons and goblins, the poet seems to create in us 
| ‘dislike for mere animal pleasures. Bhartrhari tried to depict 
| true nature of worldly existence by telling us in one 
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stanza what happens in different places in human sooieby. ^? 
By depicting this loathsome scene just after the delight- 
ful scene between Duryodhana and Bhanumat!, Bhatia 
Narayana probably wants to convey to us the same 
lesson. 


It will be noticed that underlying the Bibhatsarasa. 
which is so prominent in this Pravesaka, there is a current. 
of the sentiment of love. It is not difficult to detect in the 
speeches and actions of the demoness her intense love for 
her husband. By making the hideous demon couple the 
alambana-vibhava © or substratum of love, the poet accom- 
plishes the second moral purpose of this Interlude viz. io. 
demonstrate the essential unity of love. Educated and 
cultured people living in cities, surrounded by all the con- 
veniences and comforts that modern civilization can 
provide,sometimes seem to think that fine dresses and dainty 
food, motor cars and ball rooms and things of this kind 
generally, are necessary for the development and enjoyment: 
of love. Bhatta Narayana perbaps wants to tell us by 
means of this Pravesaka that love can be developed and 
enjoyed as much in the filthy surroundings of the ghastly 
war as in the romantic environments of the Balodyanaé 


(a) Bhartrhari’s stanza runs as follows: 
front RaR Fat Stat vixd 
Baa Saat TTT: | 
ERAT CIT efr TESTI 
TA dare fem: (9 ATAT: u 


: (b) A sentiment, according to Sanskrit pootics, is developed 
on account of Vibhzva, Anubhiüva eic. as declared in 
“ARTA ees: TAT TAT p TEMA veut: E 
eum aikaa iti. 1. fms are of two kinds, Samas 

' and zmas sme"rWums are women eto. who excite 


love. saqaiaaras aro atag, Tara etc. which heighten love. 
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The delight which the prince derives from the company of 
his accomplished queen is exactly the same as the peasant 


seceives from association with his rustic wife. 


EA: philosophically-inclined mind will perhaps see in 
‘this Pravesaka, with its under-current of love, quite a diffe- 
‘rent moral purpose. If love can be found in such disgusting 
surroundings and among such hideous people, it certainly 
cannot be the magnificant and sacred emotion that poetry 
depicts it to be. Bhatta Narayana is probably ridiculing 
that sentiment in this Pravesake and asking us to flee away © 
from it and seek solace somewhere else. Such will be the 
tesson that a philosopher may draw from this Interlude. 


But the dramatic purpose of this Pravesake is far more 
important then the moral ones and it is this which testifies 
to Bhatta Narayane’s genius. Bhimasena had vowed to drink 
the blood from Dussasana's chest. As a Ksatriya he must 
literslly carry oub his vow. But how was an Aryan to 
drink the blood of his enemy? A demon could drink 
human blood, not & prince of a renowned royal family. 
Such a fiendish act would ill become the hero of a drama. 
Tt was true inthe Mahabharata Bhimasena performed this 

hestly deed. But surely a draraatist could lesson the loath- 
Some character of the act by giving it a different turn. This 
is what Bhatta Narayana has done by introducing this 
scene between the demon and the demoness. Queen 
Hidimba has so ordered that Rudhirapriya is to enter 
Bhimasena’s body and drink Duśśāsana’s blood, so that it is 
nota Ksatriya, but a demon that will drink human blood. 
‘Of course Bhimasena is not aware of- this arrangement. 
When he performs the deed, he boasts of having himself 
drunk the blood of Duśśāsana (vide iv. 1 below ) But we 
know that it is not Bhimasena, but somebody else, who 
has drunk human blood. It will thus be seen that from the 
| point of view of dramatic effect the importance of this 
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Pravesaka lies in this that it absolves the hero of the drama, 
in the eyes of the reader and the spectator, from the sin of 
having drunk the blood of a human being. In order there- 
fore to be able to do this, the poet brings in a conversation 
between the demon and the demoness, No other kind of 
Pravesaka would have served his purpose. 


12 SUMMARY OF ACT iii 


ASvatthàman, the valiant son of Duryodhana's second 
C-in-C Drona, is struck at the great uproar that is pro- 
ceeding from the battlefield. Thinking that his father has 
perhaps begun batile-work in earnest, he proceeds to the 
field to witness the display of his father’s valour. An evil 
omen agitstes his mind a little and he is surprised to see 
even great warriors like Karna running away. Just then 
Asvasena, the charioteer of Drona, arrives to inform the 
young warrior of his father’s tragic end. Asvatthaman 

efurther learns that a false news of his own desth was 
conveyed to his father, who, thereupon, being overcome 
with grief laid down his weapon and was in such defence- 
less position decapitated by Dhrstadyumne. This enhances 
both the grief and wrath of Agvatthaman, who in the 
meanwhile is joined by his maternal uncle Krpa.: Krpa 
succeeds in assuaging to & certain extent the grief of his 
nephew. A$vatihàman becomes impatient to avenge the 
murder of his father and orders his chariot to be made ready. 
Krpa now suggests to the young man that he should seek 
succession to the position of the O-in-O and telis him that 
Duryodhana is probably ready to install him in that position, 
Both thereupon proceed to see the king. 

Duryodhana and Karna now make their appearance. 
‘The former wonders why Drona, on hearing the death of 
this son, laid down his arms, instead of vigorously proceed- . 
ing with the work of avenging it. Karna cunningly informs 
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him that Drona really wanted to crown his son Emperor of 
the whole earth after the great war had destoryed all the-. 
Ksatriyas and therefore thought it was no use wielding. 
arms when his son had been killed and thus abandoned his. 
weapon. At this stage Krpa and Asvatthaman approach them. 
Krpa then suggests to Duryodhana the advisibility of ins- 
talling Asvatthaman Commander of his armies, but the 
latter tells him that that position has already been promised 
to Karna. In the conversation that follows Karns makes 
some malicious remark against Asvatthamen with the result 
that an eltercetion between the two takes place and they : 
become ready to strike at each other. Duryodhana and 
Krpa pacify them. Seeing that he cannot humble the pride 
of Kerna, who has slandered his father, ASvatthaman vows 
that he will forego his weapon till Kerna is killed. 


At this time a fearful announcement is made from be-. 
hind the curtain. Bhimesena has caught Dussasana in his 
clutches and challenges all the Kaurava warriors to protect s 
him if they can. Duryodhana and Karpa quickly lesve the- 
stage in order to render help to Duśśāsana. Asvatthaman. 
observes that Arjuna hes engaged both Duryodhana and 
Karna and Bhimasena is about to fulfil his dreadful vow.. 
The scene is too much for him and he becomes ready to 
grasp his weapon. But an aerial voice prevents him from 
proving false to his vow. The gods seem to be on the side 
of the Pandavas, Aésvatthaman is. helpless. He however. 
sends Krpa to back Duryodhana up and then himself 
leaves for the camp. ; 


13 CRITICAL APPRECIATION OF ACT iii 


The third Act consists of five scenes. The first. 

commences -with the entrance of Asvatthaman and ends: 

: - with Süta's speech after stanza 12 on p. 67. The gecond is. 
| | cc-o. pra’ rt one gnd is made t AIT suem oak ons Ts 
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68. The third begins with Krpa's speech after stanza 14 on- 
p. 68 and also ends with his speech on p. 76, when both he- 
and Agvatthaman start for the place where Duryodhana is. 
staying. The fourth scene consists of the dialogue between. 
Duryodhana and Karna and extends from stanza 27 on p.. 
76 to stanza 28 on p. 78. The fifth and the last scene begins: 
with Krpa’s speech after stanza 28 on p. 78 and extends to- 
the end of the Act. 


The scenes that go toform the various Acts of the: 
Venisamhàra are SO managed by Bhatta Narayana as to: 
present no difficulty for their representation on the stage. 
Thus here we see that while Krps goes through his soliloquy 
that forms the second scene, A$vatthàman is in a swoon 
and the charioteer is engaged in restoring him to consci-- 
ousness. The two characters, who are already on the stage- 
before Krpa's entrance, are in this manner kept busy 
during Krpa's soliloquy. This is a clever devica and re-- 
minds us of a similar one used by the post in Acti for 
keeping Bhimasena and Sshadevs engaged while Draupsdl. 
and Buddhimatika hold a dialogue found on pp. il and 12. 


But in this Act there is a difficulty of stage-manage-- 
ment further on. What are Krps and Asvatthaman to do- 
during the conversation between Duryodhana and Karna: 
that forms the fourth scene of this Act? The stage direction 
intended for them says merely 'psrikrümatsh' Are they: 
simply to move to one side of the stage «nd stand there. 
listlessly till the dialogue between the king and his friend 
is over? This would be a very awkward situation for these 
two characters to be in and would indicate faulty stage 
management. Though Bhatta Narayana does not actually 
say so, it appears to us that he wants these two characters 
to quit the stage ostensibly with a view to go to Duryo- 
dhana’s camp, but reslly in order to avoid the-unenviable 
situation of having to stand blankly on the stage. No- 
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-gooner do they leave the stage than up goes the curtain and 
Duryodhana and Karna are discovered. At the end of stanza 
28 they enter again. Such is probably the arrangement 
"intended by the poet, 


The third Act once again reveals Bhatt Nardyana’s 
-skill in his special province viz. vivid delineation of 
character. Asvatthaman, Duryodhana and Karna are the 
-three main characters painted here. We have already 
seen some important traits of Duryodhana’s character in 
Act ii. In this Act he is depicted to us as a typical king of 
ancient India. Karna plays the part of æ courtier to 
Duryodhana. Guileless, straightforward and innocent by 
nature, but much too inclined to rely on the words of his 
"favourite—such is King Duryodhana, as Bhatta Narayana 
here makes him out to be. His diagnosis’ as to why the 
Brahmana warrior Drona laid down his arms in grief 
instead of vigorously going shead with the work avenging 
“the reported desth of his beloved son is correct. But the 
malicious Karna puts quite a different construction on the 
old warrior's action and Duryodhana’s weakness of mind is 
-seen in the ease with which he believes the words of his 
favourite friend. 


But the main topic that interests Bhaita Narayana in 

this Actis the contrast between the characters of Asvatthaman 
and Karns. He has successfully depicted this from the 
very beginning of the Act up to its end. Out of the two 
"warriors Asvatthaman is evidently the poet's favourite. With 
-a, view to exalt him Karna has been deliberately lowered. 
“The meanness with which Karna attributes motives to Drona's 
-actions, makes very disparaging remarks about him, perverts 
-facts and in general shows throughout a very malicious 


(c) Read “gaun: Telaga | ox: Brera at AJA 
qee GANTINE: Ga: V Text pp. 76-77 
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attitude towards the Brahmana warrior, gives us a rude 
shock, Karna in the Mahabharata is certainly not so mean. 
Tt is true he does not possess any very great admiration 
and veneration for Drona, But he is a thorough sportsman 
all the same. During the days that Drona held supreme 
command, Karna fought under him ungrudgingly. Not 
only this but when Duryodhana accused Drona of partiality 
towards Arjuna in allowing him to break through his lines 
which he had to do in order to kill Jayadratha, Karna 
defended Drona by remarking that the latter did his best, 
but that the death of Jayadratha was due to fete, On the 
other hand ASvatthaman in the Mahabharata is not so noble, 
as he is depicted in this drama. Why then should Bhatta 
_ Narayana exalt the one and lower the other? The reason 
appears to be that as s Brahmans the poet naturally felt well 
disposed towards the Brahmans warrior and wanted to make. 
him out as s paragon of virtue, in whom love for his father, 


(d) For this incident read chapter 152, Dronaparvan, from 
which the following stanzas may be quoted : 
sadist qur uui qur SANTA | 
qua qeu Wess (exten I R II 
TATANG eae fer ea: TATALI 
AT TATA TST T ARIAT: U UU 
faa genat Beara fafta: 1» 
SATATA HT TA gr qme: | 
y Rena afe egg aaa Blea: us M 
qm: vere MCTATAIAET ARTETA | 
TAS TAA AJAN 20 N 
ere RERA SRT AIT: TAT: | 
maa RIRA re we dorat ATP 33 e-a 
miam ari ar meer N STÀ fast | 
TAS qa ATA AAAA: U 34H 
qe wada zs ARTT: | 
ATT GUST FUT: varqrarier quss WIG lees 
"weudr Meat TE SAAT Te TTT e RY 
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bravery, high sense of duty, nobility and magnanimity were- 
all combined. The Ksatriya warrior Karna did not deserve- 
much sympathy. It did not matter if he was painted mean, . 
malicious and despicable. It would thus appear that some 
kind of caste-predilection was responsible for such pictures 
of Asvatthaman and Karna. 


Tt is sometimes supposed that the quarrel between 
Aévatthaman and Karna arose out of the question of succes- - 
sion to the command of the armies after the’ death of 
Drons. But this supposition is incorrect. Careful perusal 
of the relevant passages from this Act will show that the 
quarrel has nothing to do with the question of succession 
to the supreme command of the armies. When the first : 
shock of grief for the death of his father is over and ASva- 
tthaman becomes ready to go to the battle-field to have his. 
revenge, Krpa suggests to him that he should first get him- 
self installed Commander of the armies. In a spirit of true 
sportsmanship, Asvatthaman remarks that this is not of 
much consequence. But Krpa tells him that Duryodhana 
is probably eager to give him that post and is perhaps. 
waiting for his arrival-to install him therein. If this is 
the case, ASvatthiman will like to go and offer to accept 
the command himself instead of waiting to be formally 
requested by Duryodhana to do so. But in all this it is. 
clear that Asvatthaman nowhere shows himself eager to- 
have the post. When again in the interview with the 
king, Aévatthiman learns that Duryodhana has already 
i promised the post to Karna, he does not utter a single word 

of dissatisfaction or protest, but once more declares his 
intention of doing his best to kill the king's enemies. It- 
will thus be seen that the quarrel has nothing to do with 
succession to the command of the armies. 


The quarrel between Aévatthaman and Karna arises in 


"i the following manner. It was Krpa who actually suggests- 
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‘to Duryodhana that Asvatthaman should be installed in the 
‘position which his father held. Duryodhana thereupon 
informs him that that office has already been promised to 
Karna, Krps then remarks that it is not proper to super- 
-sede A$vatthàman in favour of Karna, especially when 
Aévatthaman is at this time immersed in grief. At this 
-stage Asvatthaman intervenes and puts a stop to this con- 
versation between the king and Krpa regarding succession 
“to the command of the armies by declaring in bombastic 
language that he will kill the enemies of Duryodhana that 
very day and finish all talk of war. Karna thereupon 
reminds him that such things are easier said than done, 
Besides there are other warriors also in the Kaurava army, 
who are capable of achieving what Asvatthaman boasts he 
will do. Asvatthaman appreciates the truth of Karna’s 
remarks and in almost apologetic terms explains that his 
words arose from the vehemence of his grief and that he 
had no intention to belittle the prowess of any warrior on 
the Kaurava side. Here the matter should really have 
ended. But Karna makes & wicked and malicious remark 
to the effect that he who is immersed in grief should shed 
“tears and that he who is enraged should descend on the 
field of battle, weapon in hand, but should not indulge in 
such ravings. It is this remark of Karna that inflames 
Aévatthiaman and the querrel commences. It will thus be 
seen that it is Karna who is responsible for the quarrel and 
ihe moral guilt of its consequences lies wholly on his head. 


(e) Read:— 
T RUAL sets, afia, tua: aes wed p fég SANE 
MRIS AAA, sr LA Core t 


aia, gaara: Facade kak A SR 
Far: TST: t 
—Act iii, p. 82 
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‘Inthe Mahabharata succession to the supreme com- 
mand of the armies after the death of Drona was a very 
smooth affair. When Drona was killed, Kaurava forces 
began to run away. Duryodhana stopped them and carried 
on the fight till the evening. Then he held s council of 
war, wherein Asvatthaman himself proposed that Karna! 
should be installed as the Commander of the armies.“ 
Duryodhana consequently offered the position to Karna,. 
who accepted it with alacrity. 

The remark we made atthe end of Act ii is equally 
applicable to Act iii also. Though presenting brilliant: 
character sketches and arresting situations the Act does not: 
in any way mark the progress of the main action of the 
plot. Even as in the case of the second Act, so here as well 
the only progress made is towards the end. That progress 
is represented by the fesrful announcement of Bhimasena 
that Dussasena hes fallen within his clutches and his 
challege to all Kaurava warriors to protect him if they can. 
As observed before Bhatia Narayana lacked the art of . 
dramatic construction. Perhaps the nature of the plot he 
selects rather than an inherent defect in his genius is res. 
ponsible for so many brilliant but detached scenes, loosely 
strung together, that really constitute his drama. 


14 SUMMARY OF ACT iv 


Towards the close of the last Act we have seen how on 
learning that Duśśāsana has fallen within the clutches of 


(f) Vide chapter 10, Karnaparvan, from which read :— 
ae eT Wardhani NNR lasan 
1 - We sex aut dat N 1 t 
s FORAGE: ATTA SIT | 
or MIM SOM TACT AE RAT 1A 
S . WW Glare: at: Sart ggg | 
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Bhimasena, Karna and Duryodhana run to his help. Arjuna 
engages them both, while his elder brother accomplishes his. 
dreadful vow. In the fight Duryodhana receives a number 
of wounds, which bring on a swoon. His charioteer there- 
fore thinks it wise to hasten away his master's chariot from 
the field of battle and the fourth Act opens with the entrance 
of this charioteer, who is conveying away his master, lying 
unconscious in the chariot. 


The charioteer takes the chariot under the shade of a. 
certain Nyagrodha tree near a lake, where he hopes his. 
master will regain his consciousness, being fanned by the: | 
cool fragrant breeze. Duryodhana as yet does not know \ 
that Bhimasena has already butchered his brother. On 
recovering he becomes eager to run tohis brother's help. 

But when the truth is related to him, he is overcome by 
grief, and even despondency, under the influence of which 
he wishes he were dead. 


At this time Sundaraka, a soldier belonging to Karna’s. 
army, enters. He has been sent by Karna wich a message 
to Duryodhana. After some efforts hs succeeds in finding 
the whereabouts of his Majesty and gives to him a detailed 
report of the fight which ensued after the slaughter of 
Duśśāsana and in which Karna’s son Vrsasena lost his life 
This isafresh grief to Duryodhana, which, added to the” 
melancholy message of Karns, increases his despondency. 
He, however, determines to Kill his enemies’ before com- 
mitting suicide and wants ‘therefore to go tothe field of 
battle. At this time the arrival of his parents, Dhrtaragtra 
and Gandhari is announced and though unwilling to see 
them in this condition, he decides to go and pay them his 


respects. ; : 
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15 CRITICAL APPRECIATON OF ACT iv 


The fourth Act of the Venisarhhara is the weakest of 
“Bhatta Narayana 5 work, Criticism on it could be passed 
jn one sentence viz. that it represents a long and tedious 
and at the same time ill-executed Viskambhaka. Even as 
-in a Viskambhaka there is here no action. There is no 
-movement except that of Duryodhans's charioteer at the 
“beginning and of Sundaraka during his preliminary speech. 
"From the point of view of dramatic effect these cannot be 
-successful on the stage. During the rest of the Act no 

movement is seen. As for information conveyed, the only 
“piece of fresh news we learn isthe death of Vrsasena and 
-the determination of Karna to seek and fight & combat with 
„Arjuna to a finish and to kill him or be killed. So even as 
‘a Viskambhaka the Act can hardly be said to be successful. 


‘What then is the purpose of this Act? It appears to us 
that just as the post made use the second Act in order to 
. depict the sentiment of love, so he utilises this in order to 
delineate the sentiment of pathos. Right up from the 
"beginning upto the very end the Act is full of pathos. 
Pathos in fact is the proper stronghold of Bhatta Narayana 

and the prevailing sentiment in this drama. In some 
passages of this Act and in some of the next two the pathos 
-of Bhatta Narayana can successfully compete with the 
well-known pathos of Bhavabhüti. The lamentations of 
“the charioteer of Duryodhana over his master’s swoon in 
the beginning, almost all the speeches of Sundaraka with 
their descriptions of the mental condition of Karna, the , 
-wailings of Duryodhana over the deaths of Dussasana and 
‘Vrsasena—all these are highly pathetic. In spite of the 
“Jow opinion we have formed of Duryodhana’s character, we | 
- sympathise with him and we are almost moved to tears in 


And when stricken with unutterable sorrow 


. his company. 
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he utters the last stanza of this Act, we forget his evil 
-doings and become a sharer of his griefs, 


As already observed Bhatta Narayana was adept in 
‘the art of presenting character-sketches. The fidelity and 
love of Duryodhana's charioteer are well brought out. ` The 
-chivalry of Arjuna is clearly suggested.. The intense love 
of Duryodhana for his brother and his deep friendship for 
Karna are successfully depicted. These in fact formed 
“the only relieving features of Duryodhana's otherwise low 
- character. 


The Act also presents to us some very beautiful exam - 
ples of Bhatta Ndarayana’s prose. The opening speech of 
.Sundaraka and his descriptions of Arjuna’s fight and 
Karna’s mental condition may well take a very high rank 
-as specimens of Sanskrit prose literature. 


16 SUMMARY OF ACT v _ 


This Act opens, as already suggested towards the close 
«of the last Act, with the entrance of Dhrtarastra and Gan- 
-dhari in a chariot driven by Sanjaya. They go to the field 
-of battle ostensibly with a desire to offer consolation to 
Duryodhana, but really with the object of inducing him to 
~desist from fight and sue for peace with Yudhisthira. 
Duryodhana easily refutes the arguments they adduce for 
making peace and prepares to go to the batile-field to fight 
with-Bhimasena. At this time a great uprosr is heard behind 
-the curtain and the news of Karna’s death is brought. This 
-throws all of them in grief and Duryodhana now determines 
to kill Arjuna first in revenge for the slaughter of his 
‘friend. Another uprosr behind the curtain introduces 
Bhimasena and Arjuna on the stage. They are in search of 
Duryodhana with a view to pay him a friendly visit, but 
^on learning that Duryodhana is sitting with his parents, 


Arjuna thinks of returning. Bhimasens insists on paying 
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their respects to the elders asa matter of duty. High words: 
pass between Bhimasena on the one hand and Dhriarastra. 
and Duryodhana on the other. A fight between Bhimasena 

and Duryodhana looks likely, but Arjuna somehow pre- 

vents it. At this time a voice from behind the curtain 

announces the command of Yudhisthira to Bhimasena and 

Arjuna to withdraw their forces and stop the fight, as 

evening has arrived. The two Pandava, brothers consequently 

leave the stage. 


Once more from behind the curtain A&vetthiman's 
challenge to Arjuna is heard ; for Karna being now killed, 
A&vatthàmen is free to take up his weapon. Dkrtarastra is. 
glad st his arrival and asks Duryodhana to receive him with. 
due courtesy. But the proud monarch is in no mood to extend 
courtesy towards a man, who wished and waited for- 
Karna's death. Consequently he receives the Brahmana. 
warrior with indifference and even makes a cutting reference: 
to his vow of fighting on Karna's death. Dissatisfied with 
the reception he has met, A$vatthaman departs. Dhrtarastra. 
fears that Duryodhana’s coldness towards a warrior of 
Asvatthaman’s calibre at this time forebodes the end of 
the Bharata family. Yet he gathers up courage and sends. 
word to A&vstthiman not to mind Duryodhana's words, 
but to do his best to destroy the enemies on the score: 
of his friendship with Duryodhana from their very 
childhood. Dhriarüsira and Gandhari then go to Salya's. 
camp and also ask Duryodhana to accompany them. 


17 CRITICAL APPRECIATION OF ACT Y 


After the Viskambhaka-like fourth Act, with its long: 
descriptive speeches, this one affords welcome relief. It is: 
full of movement from start to finish. There are here no: 
less than six entrances, six exits and five speeches from’ 


ind the curtain. This Act: can be divided i 
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distinct scenes. The ‘first comprises of the conversation 
between Duryodhana, his parents and Safijaya and is 
exceedingly touching. The efforts of the old doting parents 
to dissuade Duryodhana from continuing the hopeless 
struggle have a peculiar pathetic interest. We pity the old 
couple, but we cannot sympathise with them. For, behind 


their parental affection is a kind of cowardice quite un-: 


worthy of epic Ksatriyas. The pathos of the scene is 
heightened by the news of Karna’s death which comes on 
the party like the bolt from the blue. This scene serves to 
bring out one more trait of Duryodhana’s character viz. his 
excessively proud nature. Though disaster after disaster 
befalls him, his pride does not bend. His ready repudiation 
of the base proposal of Dhrtarüstra to devise some secret; 


means of destroying the Pandavas demands our admiration.. 


But the death of Karna, his greatest and most trusted friend, 


on whom all his hopes of conquering the enemies are centred,. 
is a blow too heavy for even his proverbially proud 


spirit. Upto this time he has entertained hopes of victory, 
with Karna to support him. But now hope seems to forsake, 
him. Conversation with Bhimasena and Aévatthaman is 
marked with the courage and defiance which desperation 
breeds. Altogether even in his fall. Duryodhana shows 
himself to be great. 


The second scene of this Act is that in which Bhima- 
sena and Arjuna take part. It is really difficult to under- 
stand what purpose Bhatta Narayana had in arranging this 
scene. Its only important feature is the wordy duel bet- 
ween Bhimasena and Duryodhana. But we already have 
enough of such duel in the third Act. Then again no reason 
is assigned as to why Bhimasena and Arjuna were seeking 
Duryodhana, Bhimasena himself tells us they had no evil 
intention in trying to see him. What was their object then 
in going to that out-of-the-way spot of the battle-field in 
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search of Duryodhana ? Tt is not possible to answer this 
question satisfactorily. The only possible answer is that 
not being able to see him on the field since the slaughter of 
Dudssasana, they thought that Duryodhana was trying to 
avoid battle and wanted therefore to find him out and try 
to gather his intentions and inform him themselves, by way 
of triumph, of Karna’s death. 


Regarding this scene itself it appears to us that Bhatta 
Narayana grows a little uneasy over the fact that for the 
last three Acts his hero Bhimasena has not made his 
appearance on the stage. The audienea also becomes eager 
to seo him especially after his killing Dussasana, Then 
again Arjuna was the principal hero of the Mahabharata 
war. A play based on that epic, which does not bring him 
somewhere would be disappointing to the audience, So he 
must be made to come on the stage somehow. It is these 
considerations which appear to us to have weighed with the 
poet in arranging this scene. 


The third and the last scone of this Act is the one in 
which Asvatthaman figures. Now that Karna is dead, he 
is free to take up his weapon and enters on the stage with 
his usual rhodomontade of killing the Pandavas in no time. 
He even slightingly refers to Karna’s failure to act up to 
his word and boastfully professes to achieve everything 
thatthe king desired. Duryodhana, however, will have 
nothing of the man, who desired the death of his friend and 
curtly sends him away. But Dhrtarastra implores him to 
do his best, not minding Duryodhana's offensive words. 


Now what is the dramatic purpose of this scene? In 
the following Act there is no reference to Asvatthaman’s 
having done anything in accordance with Dhrtarastra’s 
entreaty or his own boastful words. What propriety is 3 
there then of bringing him on the stage in such martial 
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rest? Are we to suppose that he has grown so unsportsman- 
like as to neglect his duty by his side because Duryodhana 
does not receive him with honour? It would be difficult to 
make this supposition in view of the excellent spirit that 
Agvatthaman displayed in the third Act, Under these 
circumstances the only justification for this scene would 
seem to lie in the author's desire further to illustrate 
Duryodhana’s friendship for Karna by representing that he 
rejected the proffered services of even the great ASvatthaman, 
because the latter desired for his friend’s death and reviled 
him even after he had died and in his very presence. 


Tt will thus be seen that though we have much moye- 
ment in this Act, the scenes composing it are not dramati- 
cally relevant. This corroborates the impression already 
recorded viz. that Bhatta Narayana lacked constructive 
dramatic skill. : 


18 SUMMARY OF ACT vi 


Bhimasena has made a new vow that he would kill 
Duryodhana before the next day dawned and that he would 
commit suicide, if he failed to do so. On learning this 
Duryodhana disappears and his disappearance causes great 
anxiety to Yudhisthira and Draupadl, whose entrance along 
with a male and a female attendant marks the commence- 
ment of Ach wi. Yudhisthira sends his attendant to Sahadeva 
with instructions to search ‘all the possible places where 
Duryodhana may be found. As the attendant is departing 
on his mission, he meets Paficalaka, with whom he ro-enters 
the stage. Paficalaka now gives the Pandava king and his 
queen a detailed account of how Duryodhans wes traced to 
“a lake and how Bhimasena by violently agitating its water, 
forced him to come out. Paficalaka proceeds to tell them that 
a: battle between the two is proceeding and that he has been 
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he may now safely look upon the world as void of all 
enemies and may start preparations for his coronation. 
Yudhisthira forthwith issues a command to his Kaficukin 
to begin festivities in expectation of his younger brother's 
victory: 

A demon by name Carvaka, a friend of Duryodhana, 
now enters in the guise of a sage. He pretends to have 
‘come from the battle-field and to be much fatigued and 
thirsty. In the course of his conversation with Yudhisthira 
he informs him that while the fight between Bhimasena and 
Duryodhana was proceeding, Balarama arrived on the 
scene and, impelled by affection for his favourite pupil 
Duryodhana, he made him a secret sign, by taking advan- 
tage of which the Kaurava was able to kill the Pandava. 
Arjuna then took up the mace from his dead brother's hand 
and is at present fighting with Duryodhana. The demon 
further reports how Balarama, expecting the death of 
Arjuna, who was not skilful in a mace-fight, put on his 
chariot, with great efforts, his younger brother Krsna, who 
was ever so partial to Arjuna, and departed for Dvaraka. 


This news of the death of Bhimasena causes great 
sorrow to the Pandava king and queen. Yudhisthira's grief 
knows no bounds, Draupadi becomes almost insane and 
presents a sight truly pathetic. Out of grief they both 
determine to commit suicide by burning themselves in fire, 
before hearing the unpleasant news of Arjuna’s death. They 
are encouraged in this by the disguised demon, whose only 
object in thus misleading Yudhisthira and his queen is to 
make them commit suicide before Bhimasena comes to them 
victorious. An uproar is heard from behind the curtain and 
Draupadi, fearing that the news of Arjuna’s death may 
Teach them any time, hastens Yudhisthira with a view to 
p into practice their resolve. ee sends a loving 
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-death and also leaves a like message to Arjuna in case he 
be successful, After offering obsequial water to his father 
Pandu and to his-recently killed brother Bhimasena, 
Yudhisthira becomes ready to die along with Draupadi, Ab 
this time the confused Kaficukin brings the news that 
Duryodhana, with his body smeared with blood and with 
his terrible mace upraised, is coming and is seeking after 
the Pāñcāla princess. This of course means the death of 
„Arjuna which magnifies the grief of Yudhisthira and 
Draupadi who are consequently overtaken by a swoon. 


From behind the curtain comes now an announcement 
of Bhimasena. Therein he asks people not to be scared 
away by his sight, but to inform. him where Draupadi is. 
For he has killed Duryodhana and wants to fulfil his vow 

“of tying Draupadi’s hair with hands gory with the blood of 
the last of the Kauravas. As his body is smeared with 
blood all over, he cannot be easily distinguished with 
the result that he is taken to be Duryodhana covered with 
“the blood of Bhimasena and Arjuna. It is this mistake, 
which, as we have already seen, leads the Kajicukin to bring 
“the news of Duryodhana's arrival in search of Pancal. 


Thus when Bhimasena arrives on the stage, he finds 
-that Yudhisthira is ready to fight with him, under the 
mistaken idea that ho is Duryodhana, and that he actually 
„catches him in his arms with violence. The mistake is 
:quickly found out and Drasupadis hair are duly tied by 
Bhimasena with hands stained with Duryodhana's blood, 
-as he had once more promised her in Acti, 21. Even the 
:Siddhas from the sky express their delight at the tying of 
Draupadi’s mass of hair, which has been the cause of so much 
havoc in the world. Krsna and Arjuna now enter and the 
“Lord offers his congratulations to Yudhisthira. He further 
“tells him that he has arrived in such haste because he came 
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Carvake, who has, however, been subsequently captured by- 
Sahadeva, There now remains nothing to complete the. 
happiness of Yudhisthira and the drama closes with a: 
blessing from the divine lips of Lord Krsna in response to: 
the request of Yudhisthira. 


19 CRITICAL APPRECIATION OF ACT vi 


The sixth Act consists of four distinct scenes. The: 
first contains a description of the various means which. 
Yudhisthira orders Sahadeva to adopt in order to find out 
the whereabouts of Duryodhana, and Pajficdlaka’s account: 
of how Duryodhana was traced to a lake and how Bhima-- 
gena forced him to come out. The second scene commences 
with the entrance of the demon Carvaka, who, by convey- 
ing to Yudhisthira and Draupadi the false news of Bhima-- 
Bena's death and Arjuna’s mace-fight with Duryodhana,. 

' throws them in grief and encourages them to commit 
suicide by entering fire. The third consists of Yudhisthira’s - 
parting message to Satíadeva and Arjuna, and his prepara-- 
tion for death by offering a final libation of water to his. 

. ancestors and also to Bhimasens. The fourth is marked by 
the entrance of the victorious Bhimasena, the removal of 
Yudhisthira’s delusion and the tying up of Draupadi’s dis-- 
hevelled hair, the Venisamhara, which forms the main 
theme of the drama. 


The entrance of Yudhisthira and Draupadi at the be-- 
ginning of this Act is abrupt. No indication of this is. 
given in the previous Act, This is one more instance of 
Bhatta Narayana’s lack of constructive skill Then again. 
instead of giving us a Viskambhaka, the poet makes the 
first stanza and the next long speech of Yudhisthira serve 
its purpose. A clever dramatist would have arranged a. 
beautiful Viskambhaka in which the death of Salya, the 


terrible vow of Bhimasena and the disappearance of O=- ; 
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dh ana could have been skilfully conveyed to the audience: 
and would have concluded it with a cunning reference to - 
the anxiety of Yudhisthira and Draupadi. This would 
have prepared us to see them enter on the stage and no- 

abruptness would have been felt. Surely, this new vow of 
Bhimasena was of sufficient importance to justify a Viskam- - 
bhaka being assigned to it. Yudhisthira's passing reference - 
to it does not bring home to the reader its dreadful im- 
portance, 


Another point to be noted is that we are nowhere told’. 
the full nature of Bhimasena’s vow. It is apparently _ 
based upon Arjuna’s vow to kill Jayadratha. But the fact- 
that Bhimasena had vowed to kill himself in case he failed 
to kill Duryodhana that very day is nowhere explicitly | 
revealed to us. We have only to gather it from the fourth 
line of the first stanza, Merely to say that the vow was- 
aparyusita is not sufficient, We have further to note that. 
this vow of Bhimasena is an invention of the poet. There 
is no saction for it in the Mahabharata, Bhatta Narayana’s 
object in introducing it is to bring out the adventurous. 
nature of Bhimasena and to produce a startling dramatic 
effect. - It spreads a gloom over the entire Pandava camp 
in the very hour of victory and it is quite natural for 
Yudhisthira and Draupadi to be alarmed. It must however 
be remarked that a cleverer artist would have made a better - 
use of this vow. 


Out of these four scenes that constitute this Act the 
first is the weakest, Even like the fourth Act, this scene 
is of the nature of a Viskambhaka. Its purpose is to convey 
to the audience certain information and this information, 
as in the case of Act iv, is conveyed in the most inartistic- 
manner. But the poet apparently had another purpose also - 
in arranging this scene. He wanted to bring out the nobi-- 
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‘Impelled by noble chivalry, which disdains to strike at a 
-fallen dejected enemy, Bhimasena offered Duryodhana the 
„choice of fighting with any one of the Pandavas. 16 was 
anexceedingly critical moment, The fortune of the Pandavas 
. was at stake. But Duryodhana also showed himself to be 
truly great and noble. The two heroes thus appear at their 
best in this scene. It must be noted here that the reasons, 
- which Yudhisthira explains to Draupadi as having urged 
“Bhimasena in making that perilous offer, can hardly have 
| been in the mind of Bhimasena at that time. They are the 
-reasons of a cool calculating politician, such as Bhimasena 
-surely was not. Half the value of Bhimasena's noble 
-chivalry would be lost if it were supposed to have proceeded 
:from such sordid considerations. 


The account of the meeting between Bhimasena and 
"Duryodhana practically follows the Mahabharata. Bhatta 
‘Narayana however makes one material change. In the 

Mahabharata it is not Bhimasena, but Yudhisthira, who 
addresses taunting words to Duryodhana and thus forces 
him to come out. It is again Yudhisthira who makes the 
“proposal referred to in stanza 10. As Bhatia Narayana 
wanted Yudhisthira to be engaged somewhere else, he made 
this change. The poet has also introduced a change in the 
»account of Duryodhana's discovery. According toth; e 
Mahābhārata, Krpa, Kriavarman and Asvatthaman, while 
"holding a conversation with Duryodhana, who was in the 
lake, were overheard by some hunters, who carried the news 
to Bhimasena, who in turn imparted it to Yudhisthira. 
: They then all went to that place in company with Krsna. 


Bhatta Narayana is at pains to describe this scene in 


«some detail, because he wants to show both these great 


warriors at their best in the hour of their last combat. 
“When Bhimasena observed that dejection had overcome 
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moh a single friend of his was in sight, his nature at once 
"underwent a change. His usual sarcasm forsook him and 
in a spirit of noble chivalry he offered him the choice of 
fighting with any one of Pandavas. The fate of these 
brothers trembled in the balance as Duryodhana cast his 
angry glance at Bhimasena and Arjuna, Not to speak of 
Yudhisthira and the two sons of Madri, if Duryodhana had 
elected to fight a mace-fight with Arjuna, well, the Pands- 
vas would have been nowhere. If Bhimasena showed him- 
self to be noble and chivalrous, Duryodhana was still more 
80. A great warrior disdains to fight with an unequal. 
The noble lion would refuse to harm a jackal. So Duryo- 
dhana chose Bhimasena for his adversary. The Pandavas 
had staked all their fortune on Duryodhana’s honour asa 
warrior and Duryodhana amply justified their confidence. 
This last touch in the character-sketch of the fallen monarch 
makes even his fall noble and dignified. 


The three other scenes are full of action and their main 
interest lies in the delineation of the character of Yudhi- 
sthira. In fact Yudhisthira forms the central figure of the 
“sixth Act, as Duryodhana is of the fourth. But the differ- 
-ence is that in the fourth, Duryodhana is not a new 

personality to us. But here we make acquaintance with 

Yudhisthira for the first time. He has been referred toa 

few times before and that is all we know of him. There 
-aro some very fine traits in Yudhisthira's character, which 
ʻa casual reader is very likely to miss, under the influence 
-of the incredible credulity which Yudhisthira displays in 
“his conversation with Oarvaka. First, then, at the very 
“commencement of the Act, this pious monarch is shown to 
"us as bent down under a heavy load of anxiety caused by 
“the dreadful vow of Bhimasena. Reading between the lines 
"we can also detect the stings of his conscience, which tells 


CC-O. i n that he himself da pt the bottom of the, hole, trouble. Kosha 


*16 The Venisamhara: A Critical Study 


The most important trait of his character is of course his: 
unegalled affection for his brothers. His vow of committing. 
suicide in the absence of even one of his brothers, though: 
by the way not quite worthy of a Ksatriya, eloquently 
proclaims his fraternal affection. Though intensely loving: 
all his younger brothers, Yudhisthira seems to love: 
Bhimasena most. His condition on learning the false news: 
of Bhimasena's death becomes truly pathetic. He is so- 
overpowered by the calamity that he consciously neglects- 
his Ksatriya’s duty of fighting tothe last with the killer: 
of his brother and prepares to throw himself in the fire 
slong with Draupadi. But it is to his credit that at the 
critical moment he gathers up courage and rises to the 
full height of a Ksatriya and fearlessly advances to fight 
with him whom he considers to be the killer of Bhimasena. 
and Arjuna. This clearly shows that he was no coward 
and that his earlier unwillingness to meet Duryodhana had. 
proceeded purely from a feeling of hopelessness, created by 
the false news of Bhimasena’s death, which had been. 
conveyed to him. 


But the credulity, with which Yudhisthira so implicitly 
believes the words of Carvaka and which at first impresses- 
us as being such a prominent trait of his character, seems- 
almost ridiculous and lowers in no small measure his. 
character in our eyes. Perhaps he was led away by the. 
outward appearance of Carvaka. A pious man himself, he 
could not but rely on the words of one who appeared to be 
an ascetic. Besides affection deprived him of the power of 
discrimination, so much so that he actually forgot the hope-- 

. ful message of Krsna and the fact that the Lord would not 
encourage him falsely. Thus this credulity, though mani-  — 
festly = weakness of character, proceeds from the noble: | 

‘sentimgnt of fraternal affection, carried to excess and when 
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‘respect loses much of its sting, The truth would appear to 

be that Bhatta Narayana was "helpless in the matter. A 

‘consummate delineator of pathos, he had set his heartin 
‘this Act to depict the pathetic condition of Yudhisthire and 
Draupadi as it would be on the death of Bhimasena. For 
this purpose he somehow wanted ‘them to believe that 
Bhimasena was dead, and, as such belief -was ordinarily 
impossible, it was inevitable that they should appear 
-credulous when they did actually entertain such belief. It 
‘would thus be seen that the poet had to depict Yudhisthira 
‘to be weak in this respect in order to be able to depict the 
kind of pathos that formed his main topic in this Ack? 


And the poet’s success in the delineation of this pathos is 
great. There are few figures in Sanskrit dramatic literature 
so pathetic as Yudhisthira in this Act. Though we do not 
like the un-Ksatriya-like way of his lamentation, we fully 
‘appreciate the brotherly affection that unsettles his mind 
:and dries up what Duryodhana has termed the ksatradhar- 
smakarkasyam in him. While Duryodhana also loves his 
‘brothers with equal intensity, his lamentations are always 
mixed up with a stern determination to have his revenge 
-on the murderer of his brothers. But Yudhisthira seeks no 
revenge. He perhaps thinks that revenge will not give him 
back his brother. The difference between the two monarchs, 
‘though they love their younger brothers with equal ardour, 

is that while Duryodhana is a true Ksatriya with a predc- 
minance of rajas in him, Yudhisthira is almost a Brahmans 
in whom sattva predominates. In the armour of a Ksatriya 
he finds himself ill at ease, Overpowared by sorrow, he 
loses his peculiar Ksatriya lustre and resorts to the softness 
of a Brahmana. What Duryodhana said happened in the 
case of Drona, happened exactly in the case of Yudhisthira, 


Equally pathetic is the picture of Draupadi. At the 


ible news of the death of Bhimasena, whom she loves sa, . 
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tenderly and on whom she has pinned all her faith of hav-- 


ing her wrongs avenged, she loses the balance of her mind 


and turns almost insane. The shock is too great for her- 
soft affectionate heart. She cannot withstand it, Though. 


she says only a few things, her words are harrowing. She 
reminds one of Shakespeare's Ophelia. Both find themselves 
unable to bear terrible shocks and lose their heads. Then 
again Bhatta Narayana well brings out the nervous confu- 
sion in which Buddhimatika and J: ayandhara are thrown, 
when they see their master and mistress on the point of 
committing suicide. The maid actually throws herself 
before Yudhisthira and Draupadi in order to prevent them 


rom entering fire and the old chamberlain is moved to- 


tears inspite of his grey hair. 


Tt will perhaps be realised by many that the situation.. 
as it is developed by the poet in this Act, is admirably 
suited for a tragedy. The poet could very easily have made 
Yudhisthira and Draupadi consign themselves to fire before- 
Bhimasena arrived on the scene. Then Bhimasena and: 
others would also kill themselves. In fact this would 
appear to be the natural development of his situation. But: 
then, Bhatia Narayana could not do so. First, because such. 
a change in the account of the Mahabharata would have- 
proved too sweeping for any Hindu audience to digest. 
Secondly, rules of Sanskrit dramaturgy forbade the tragic: 
ending of a drama, 
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- III THE SOURCE OF THE VENISAMHARA 
AND THE CHANGES INTRODUCED THEREIN 
BY THE POET 


The Mahabharata has proved a fruitful source of inspi- 
tation to Sanskrit poets? the writers of narrative poems. 
or kavyas as well as the writers of dramas”), The best 
known drama in Sanskrit, the Abhijianagakuntala of Kali- 
dasa, is based on an episode occurring in the Mahabharata, | 
Bhatta Nar&yana's Venisamhara on the other hand is not. 
based on any episode, but deals with the main story of the : 
great epic. In a drama of six Acts the poet has, as it were, 
abridged the story of the Mahabharata right up from the 
Udyogaparvan to the Sintiparvan. Krsna's mission of ' 
peace to the Kauravas, which marks the commencement of 
the drama, is described in the Udyogaparvan, while the. 


(g) As a source of inspiration to poets the following descrip- - 
tion of the Mahtbharata occurs in the Adiparvan of that 
epic itself :— de 
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(A) Out of the five Mahakavyas the following four are based 
on the Mahabharata: Kumirasambhaya, Kirttarjuniya,, . 
Sisupalavadha and Naigadhiyacarita, —As regards 
dramas six of the thirteen dramas of Bhasa derive their 
material from the Mahabharata. The Abhijnrnadükuntala . 
of Kalidtsa and the Balabhirata of REjadekhara are - 

- ` . based on the Mahābhārata. 
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„coronation of Yudhisthira, which is referred to at its close, 
stakes place in the Santiparvan. ; 
The story of the Mahabharata is one of the most well~ 
known stories among the Hindus. The selection of such & 
-story for the plot of a drama entails its own disadvantages 
for the dramatist. He cannot introduce sweeping changes 
in the original which is so well-known. He cannot depict 
“the various characters in any other light than the one with 
which people are most familiar. Otherwise his drama 
would cease to be realistic and he would be condemned in 
-society and would hardly attain anything like popularity. 
Under these circumstances, the task of a poet who makes 
„such selection becomes very difficult. He has to proceed 
with absolute caution. But if inspite of these difficulties 
-he introduces changes, which not only are not unpalatable 
n to the people but actually succeed in changing their ideas 
| -about the original story, he indeed must be regarded as & 
| very skilful dramatist. Something of this kind has occur- 
‚red in the case of Bhatia Narayana, as will be clear from 
-the following paragraphs, where we put down, Act by Act, 
.the important changes that Bhatia Narayana has introduced 
in his original. 
Bhatta N&r&yana's most important change, a change 
. on which the action of the whole drama is in fact based, is 
indicated by the very title of the drama. Draupadi was 
dragged in the gambling hall by Duéssisana, who had 
caught hold of her by her hair, which consequently became 
.dishevelled. Duryodhana further insulted her by baring 
his thigh in her presence. Bhimasena vowed that he would 
kill Dugéasana and drink the blood from his chest. He 
-further vowed that he would kill Duryodhana and, with his 
hands gory with the Kaurava monarch’s blood, would tie 
- up the dishevelled hair of Draupadi. Draupadi was there- 


-fore to allow her hair to remain in that loose disordered 
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-condition till Bhimasena fulfilled his vow. Now the title 
VenIsamhára refers to this tying up of DraupadI's dishe- 
velled hair by Bhimasena after killing Duryodhana and this 
particular part of Bhimasena’s vow is Bhatta Nar&üyana's 
own invention, as we have already seen before. Thus this 
tying up of the hair, which is the most important event in 
the drama and which gives the play its name, is the poet's 
innovation. 


The importance of this innovation can hardly be exag- 
gerated. With his drama Bhatta Narayana has succeeded 
-in moulding the thoughts of the people so much that the 
ordinary reader has no idea that there is anything new in 
this vow of Bhimasena. Bhatta Narayana’s glory lies just 
in this that what really represents the change which his 
genius has introduced is generally accepted as the version 
of the original itself, 


The first Act as a whole follows the account of the Maha- 
bharata in its representation of thefailure of Krsna's mission 
of peace and the consequent commencement of hostilities. E 
The entire setting of the drama is of course Bhatta Nara- 
yana’s and it must be remembered that when we speak of the 
changes introduced we only refer to the changes in the main 
story. Yet even in this first Act there are two minor changes 
introduced for dramatic purpose. It is here represented 
that Krsna was sent to make peace on the condition of a 
grant of five villages. In the Mahabharata this specific 
offer had previously been made through Saiijaya and had 
been rejected by Duryodhana. After this Krsna was sent 
to make a second and final attempt at amicable settlement. 
He had no instructions regarding any specific terms on 
which to conclude péace. Bhatta Narayana makes this 
change for a double reason. He did nob want to refer to 
Safijaya’s mediation, because that was not much important, 


But he wanted to bring out the peaceful intentions of 
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Yudhisthira as revealed in the offer of peace for five 
villages. He therefore combined that offer with Krsna's 
mission, He further wanted to bring out the vyutpatti or 
significance in this demand for five villages, the signi- . 
ficance which according to him constituted his improve- 
ment on the tame demand of the Mahābhārata. Reference 
to the demand for five villages was thus necessary. 
The second change introduced refers to what happened at 
the court of Duryodhana when Krsna went there. Bhatta 
Narayana represents that Duryodhana tried to secure the: 
person. of the Lord by binding him and that the Lord: 
frustrated his attempts by a display of his universe-form. In. 
the Mahabharata no such attempt is actually made, Only a 
plan is hatched to capture the Lord, but it is found out and 
Duryodhana is severely reprimanded for it by his father, 
Similarly, in the Mahabharata the vi$varüpa wes shown 
not for the purpose of driving away the Kaursvss, but 
merely for exhibiting his power after the reproof had been 

. administered to Duryodhana by Dhrtarastra. This change 
that Bhatta Narayana introduces is dramatically very 
‘effective. In this case Bhatta Narayana has ‘so succeeded 
in moulding our ideas about the incident, that the ordinary 
man is hardly aware of the fact that the Mahābhārata does 
not refer to an actual attempt being made to seize the 
person of the Lord, Um 


The second Act is purely a creation of Bhatta. 
Narayana. Strange as it may appear to many, the Mahā- 
bharata does not mention Bhanumati at all. No reference 
to Duryodhana's wife is there made, Bhanumati is thus 


(hh) This incident of Duryodhana's attempt to secure the 


person of the Lord by force is made popular by a | 


picture of the same drawn by Raja Ravi Varma, It i 
will be noticed from the above that the basis of the E 
picture is not the Mahabharata, but the Venisemhira. ; 

E 
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the poet’s own creation. Consequently the meeting between’ 
Draupadi and Bhanumati, referred to in the first Act, is aes 
an invention of Bhatta Narayana, 


Stanza 25 of the second Act refers to the indignities: 
that were offered to Draupadi in the gambling hall. At the 
command of Duryodhana Dussasana dragged her into the: 
hall by her hair and garment and addressed to her the 
insulting words ‘A cow, a cow’! This-is what we gather 
from this stanza. But the Mahabharata does not confirm 
this account, As a matter of fact there is some discrepancy” 
in the epic itself regarding this incident, Thus, according 
to the Sabhaparvan, when after the anudyüta the Pandavas. 
started for the forest, dressed in barks, Dussasana ridiculed 
them in unstinted language and addressed the words ‘Gauh, 
gauh’ to Bhimasena and not to Draupadi‘. Later on in 
the Karnaparvan, when Bhimasena kills Dussasana and 
drinks his blood, he twice refers to the words ‘Gauh, gauh’, 
as having been uttered by Dussasana. The second reference 
suggests that other people also had joined him in uttering 


(i) This stanza is as follows :— 
THUGS era FATT 
Tea AA UATE MA Vet AAT t 
aera a f s foe TA Tarra 
ar: ahad ER: zen (8 qu 
(j) Read:— 4 
we waroratsraant eet 
ging (sider ) Raa vr 1 
"eq gemi when 
ail fr PAGAL DAE D 9S BATT SA 
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these words. “) But both these references are general and 
‘they do not specify whom exactly these words were addres- 
sed and on what occasion. On the other hand from the 
words which Bhimasena ‘addresses to Duryodhana in the 
Salyaparvan, after the latter had been laid low on the 

“battlefield, we gather that ib was Duryodhana himself who 
-uttered these words with reference to Draupadi, when she was 
-dragged in the assembly dressed in her only garment, and 
that even other people had taken up this cry.” Thus the 
original account of the incident not being uniform, Bhatia 
Narayana did well in representing ib in the way he has 
done in stanza 25. For Bhatta Nàrayana's representation 
is dramatically more effective. 


: The Prave$aska to the third Act is also the work of 
Bhatta Narayana. Its dramatic importance lies in this 
that it absolves Bhimasena from the sin of drinking human 


(E) gad — 
TUT RRR ag gaar 
Cal qx: PANATA l-e RO 

. MASA cea A gaT | 
qiero ual eee: 0 23 
adi Sted womras TTA | 
wq d RC Hoare Hai quara 1 23 
aA g dee: mem MRA I 
A aerem TTT STH AT 1 vs 
TL TT TACT: TAMAS TUT te... Be 


41) Read :— 
Wet Fare gem HATA: Warm i 
Wiad Say TITA NG x 
MAT go aeg TATANAN | 
TA TATI SES SEU Aga Fat Nl v 
AMAT RSAT ST aana I 
VET ST TAA gar MATT I A 
ASA TUA 3r RA Met t 
«ra Ta ARNA: IARA RRE NS 
Rq 4S 
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blood.) The main body of the third Act is concerned with | 
the character sketches of Asvatthaman and Karna and their 
quarrel, Bhatta Narayana s change as regards the delinea- 
tion of their character lies in exalting the character of 
Agvatthaman and lowering that of Karna. As regards the 
actual quarrel the poet has evidently drawn upon Drona- 
parvan Adhyayas 158 and 159. From these we learn that 
when Karna boasted of his strength and of his determina- 
tion to kill the Pandavas, Krpa ridiculed him by pointing. 
out the various occasions such as the battle at the capital of 
Virata, on which Karna had an opportunity of meeting the: 
Pandavas, but was able to do nothing. Karna in wrath. 
declared he would cut the tongue of Krpa if he dared say 
those things again. At this ASvatthaman rushed at Karna. 
with a drawn sword and a scuffle between the two seemed 
imminent. Duryodhana and Krpa pacified them.“ This 


(m) Vide above our Critical Appreciation of this Inter- 
lude pp. 54-55 
(n) In this connection read the following :— 
wd sqm — Aga mdp ufa qni TRG | 
AAAS Wiser edt SANA TSA ll ^ 
vi rot FHT qp SIE MAMA | 
SAAT ALAS? weg HT TA: 192 
qaga: eru Ti Flere TATA? | 
sg d Meme: wu Cea WoW AT 22 
BATA: mogge GaN We | 
waa AGlaane Wess: qme || TA 
CHAAR WIA? SEU sura Il ve 
arate qur FO Te MGA ST |... 
eig Rsa gaa aaa da i 
aen qnis AMAIAN I uA, 
qd werd wb weg er | 
aaa wg gant Et eT qaa n «we 
E —SUUnN WS 
: [ Continued on the next page ] : 
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incident occurred before the death of Drona, Bhatts 
Narayana introduces several changes in this to suit his 
purpose, First, the quarrel is depicted as taking place after 
-Drona's slaughter. Krpa has nothing to do with it. It 
proceeds from Karna’s malicious remark. But in the 
Mahabharata it is Agvatthaman who takes the offensive. - 
"These changes are of course intended to exalt the Brahmana 
warrior and to lower Karna. 


The fourth Act is mainly narrative and generally 
follows the original in its account of the slaughter of 
Duésasana and the death of Vrsasena. The description of the 
fight is couched in terms which remind one of such descrip- 
tions in the great epic, 


[Continued from the preceding page] 
a Tei CEA ANMA . 
-RETA iar ARAT qq! 2 
STAT | aq ATT ATTA | 
-W aN Bede ot anaes maca I 2 
Tadi arent d eat ARET Gar | 
TOMA Cay eae TTT ll A 
Fo qvx Bye faerit ARTA 1 
W asa RR: SM kasu BTA ua 
agat GTA War Fa: ea! 
PRAHA: ETI Vat at: 3o 
UST «allot mea gales oraz: | 
HA HET JAR FETA N79 
FRM | TUT: AIA BEAT | 
qigfteqei ea AMAT 92 
FUT SAT SPUCITT RTE Seg HI Uu 
SIT: WE Eden uum STAT a 33 


walt FO BY RUD ARTIST Glas | E 

Fed Prt TAER seta ETTA W492 T 

: eT NS 
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The fifth Act is all the work of the poet. Though the 
-gharacters that take part therein are familiar, the situation 
is the.creation of Bhatta Narayana. 3 


The sixth Act deviates from thə account of the Mahā- 
bharata in some important respects. First, the new vow of 
Bhimasens that he would kill Duryodhana on that very 
day, or would commit suicide in case he failed to do so, is 
Bhatta Narayana’s invention. He invents it in order to 
bring out more prominently Bhimesena’s adventurous 
nature. In this drama Duryodhana is represented as hav- 
jag run away and concealed himself ina lake in order to 
falsify Bhimasena’s vow and thus indirectly bring about 
the ruin of the Pandavas. In the Mahabharata he repairs 
to a lake in order to escape from the clutches of the 
Pandavas, when he finds that all his people are killed and . 
not a single soldier left alive to fight for him. In both, 
the element of fear is at the bottom of this disappearance. 
Though in the drama Duryodhana denies that he ran away 
through fear, we cannot believe him, This fear is incompa- 
tible with his proud nature and isa serious blot on his 
character. But the poet was tied down by his original. 
He has, however, tried to justify in some measure . 
the conduct of Duryodhana by inventing the new 
vow of Bhimasena, Duryodhana knew he had now no 
hope of victory against the Pandavas. But their ruin 
might be accomplished if Bhimasena could in some way 
be made to fail in his vow. He would then commit suicide. 
Yudhisthira would also follow. Others might most 
probably do the same. Here was thus an opportunity, 
offered to Duryodhana by Bhimasena’s rash vow, of doing 
what he had no hope of accomplishing in open fight. Why 
should he not take advantage of this? This idea also was 
inthe mind of Bhatta Narayane’s Duryodhana when he 
entered the lake and it was quite natural. à 
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That fear was not the sole cause of Duryodhana’s resort- 
ing to the lake was shown by the very fact that he came up. 
If he had chosen to remain inside, Bhimasena could not have 
brought him out. But his Ksatriya pride was roused by the 
cutting words of Bhimasena and, forgetting the above- 
meniioned reason of his disappearance, which after all 
represented the reason of a cold calculator, he rose up in the- 
heat of the moment. It will thus be seen that though the poet. 
has followed his original in representing this incident of 
Duryodhans's disappearance, he givesit a different turn by 
inventing the vow of Bhimasena, with a view to lessen the 
ignominy of Duryodhans's conduct. This then constitutes. 
the second purpose which the invention of the new vow of 

Bhimasena serves. 


The way in which, according to the drama, Duryodhana 

wes traced to the lake and ultimately forced to come out 

also differs from the Mahabharata. According to that. 

account Krpa, Krtevarman and Aévatthaman were over- 

heard by some hunters, while they were conversing with. 
Duryodhana who was in the lake, The hunters carried the. 

news to Bhimasena, who reported it to Yudhisthira and. 

then all of them including Krsna went to the lake. 
Further, inthe Mahabharata it was Yudhisthira and not. 
Bhimasena as in the drama, that addressed all those bitter- 
"words to Duryodhana that ultimately forced him to come out, 

Bhatta Narayana entrusted this business to Bhimasena for- 

a double purpose, First, he wanted Yudhisthira to be else- 

where engaged. Secondly, it was more appropriate that: 
Bhimasena, who was to give him battle, should talk in this. 

vein to Duryodhana and force him to rise up. Then again 

in the Mahābhārata it is Yudhisthira who gives Duryo-. 

dhana the option of fighting with any one of the Pandavas.. x 
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Bhatta Narayana assigns this work to Bhimasena fora 
similar double purpose." 

Lastly, the scene with Carvaka is Bhatta Narayana’s. 
own invention. Carvaka no doubt figured in the Maha- 
bharata, but there he played a different part. Yudhisthira. 
made a triumphal entry into Hastinapura after the war was- 
ended and with great pomp entered the assembly-hall of the 
palace. Brahmanas gathered there to congratulate him and 
were being duly honoured by the victorious emperor. The: 
demon Carvaka, had gone there, disguised as a Brahmana. 
Declaring himself to be the spokesman of the assembled 
Brahmanas, he denounced Yudhisthira as being the exter- 
minator of his race. The Brahmanas were surprised. They: 
disowned him and, proclaiming him to be the demon-friend. 
of Duryodhana, burnt him on the spot to ashes, with their- 
hurmkaras, Such is the account of Carvaka in the Maha- 
bharata” Bhatta Narayana’s object in the sixth Act was. 

. to depict the pathetic condition of Yudhisthira as it would. 
be on the death of Bhimasena. For that purpose he made: 
use of the demon Carvaka, the friend of Duryodhana, who,. 
disguised as an ascetic conveyed to Yudhisthira the false 
news of Bhimasena’s death. In view of the ultimate purpose. 
the poet had in view, it must be remarked that the use to 
which he put the character of Carvaka supplied by the 
Mahabharata was a highly ingenious one. 

From the above survey it will be clear that though: 
Bhatta Narayana bases his drama on the Mahabharata there: 
are many things in the play which are his own and which 
proclaim his dramatic genius. : 


(nn) Read:—aaeagaicntie—ent at: eras, md GET 
Tara | Aa aay SAT: Tale: Tear: MATINE ict D 
qart Aras T Hg gb | 
“Garang ag at seg Ule: i ye 


o) Vide Santiparvan adhyaya 37. 
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IV WHO IS THE HERO OF THE 
VENISAMHARA ? 


. There are three men in this drama, who can be said to 
‘be putting forward rival claims for being considered the 
hero viz: Duryodhana, Yudhisthira and Bhimasena. Ina 
play based on the story of the Mahabharata, this was to & 
certain extent inevitable. For, all these three are first-class 
characters. The question was further rendered doubtful by 
Bhatta Narayana’s unskilful handling of the plot, inas- 
much as he did not give to one of these three such prepoz- 
derating importance as to raise him automatically to the 
position of the hero. Thus it is that this rather unusual 
-question as to who the hero of the piece is comes at all to 
be discussed. We shall therefore proceed to consider the 
relative value of the claims of each of these three. 


If the hero of a drama means the man, who captures 
our attention most, whose personality is most interesting 
-and on the delineation of whose character the poet has most 
expended his skill, then surely Duryodhana must be regard- 
.ed the hero of the Venisamhara. From the time when we 
first make his acquaintance in the second Act up to almost 
the very end of the play he is never absent from our vision. 
In the second, fourth and fifth Acts he is of course the 
-central. figure. Though the interest of the third Act lies 
elsewhere, Duryodhana is present there for quite a consider- 
able time and forms a very interesting figure from the point 
-of view of his character. In the sixth Act he does not enter 
on the stage,certainly, but his actions are of dreadful impor- 
-tance to us and some of the finest traits of his character are 
brought outin this Act. Then again from the point of view 


«of the delineation of character, Duryodhana is of absorb- 
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ing interest. No other character has received so much 
attention from the poet and been depicted in such varied 
aspects. Duryodhana thus possesses all the elements about 
him that should make him the hero of the play. But he has 
nothing to do with the main purpose of the drama viz. the i 
-tying up of Draupadi’s dishevelled hair. He therefore can- 
not be regarded the hero of the Venisamhara. It must at 
the same time be remarked that in delineating his character 
and in assigning to him the position of such commanding 
importance, the author shows himself to be lacking in sense 
of proportion, in so far as he has made him more interesting 
and captivating than the proper hero of the drama. 


Yudhisthira is the next claimant, He is as a matter 
.of fact regarded as the hero of the drama by commen- 
tators and rhetoricians. -His claims are based on a 
double ground, First, he is the head of the party that 
ultimately succeeds and has thus the advantage of his 
natural position. Secondly, towards the close of the sixth 
Act, Bhatta Narayana has depicted him in such a way as, 
-to create reasonable grounds in our minds to suppose that 
he is meant to be the hero of the play. One of the formal 
functions of the hero of a drama is to pronounce the final 
blessing in the form of the bharatavakya. Dusyenta, Purü- 
ravas, Agnimitra, Rama, Madhava and others, all the - 
undisputed heroes in their respective plays, do it. In the 
Venisamhhara Yudhisthira utters the final benedictory 
-stanza. So there is nothing unreasonable in regarding him 
«he hero of this play. But as against these claims of 
- ‘Yudhisthira it has to be noted that he is the least interesting 
_of these three figures. In fact during the course of the first 
five Acts nowhere does he attract our attention in any way. 
We even do not expect to see him play such important part 
in the sixth Act, as far as our expectations based on the 
.earlier acts are concerned, Surely such a man could not 
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have been meant to be the hero of the drama. Secondly, 
even like Duryodhana, he is not directly connected with the 
tying of Draupadi’s hair, the principal theme of the drama, 
. As regards his uttering the bharatavakys it may be pointed 
out that he does so because of the precedence that belongs to 
him as the eldest of the Pandavas. His position as the head 
of the family secures him that advantage. But it cannot 
surely exalt him to the position of the hero of the play. 


Lastly comes Bhimasena, When the claims of Duryo- 
dhana and Yudhisthira are set aside, Bhimasena easily 
attains the position of the hero. It is he who has vowed and 
who carries out the tying of Draupadi’s disordered hair, a 
circumstance which gives the drama its title. The Veni- 
samhara is thus directly connected with him. He is therefore 
the natural hero. Apart from this, the poet has tried, though 
not as much as we wish, to sustain our interest in his cha- 
racter and to keep him before our vision from the beginning 
to the end. This will be clear if we take a short survey of 

_ the six Acts in so far as they relate to him. 


The interest of the first Act of course mainly centres 
round Bhimasena. The second Act which is devoted to 
Duryodhana and Bhanumati and their love-affair is not 
altogether free from references to him. The incident of 
Bhanumati’s dream clearly keeps us in mind of Bhimasena 
and his vow of killing the hundred Kauravas, Further, the 
scene in which the Kaficukin hurriedly enters to announce 
the breaking of Duryodhana's flag-staff by the dreadful 
wind is so managed as powerfully to bring to our notice,. 
once more, Bhimasena and: his vow of breaking Duryo-. 
dhana’s thighs. -Stanza 28 of this Act also reminds us of 
Bhimasens. The third Act no doubt diverts our mind not. 
only from Bhimasena but also from the Venisamhara itself, | 
but even here towards the close Bhimasena is mentioned as 


being on the point of accomplishing his vow of killing 
CC-O. Prof. Satya Vrat Shastri Collection. Digitized By Siddhanta eGangotri Gyaan Kosha 


The Hero of the VenIsamhàra 93 


DuSsasana and drinking his blood, The fourth Act records 
"the actual accomplishment of this vow of Bhimasens, which 
marks a step forward towards the devoutly-to-be-wished con- 
‘summation of the tying of Draupadrs hair. In Sundaraka’s 
description of the fight Bhimasena also figures to a certain 
extent. Though the fifth Act is connected with Duryo- 
dhana and his affairs, Bhimasens is specially brought on 
‘the stage probably with a view to satisfy the longing of the 
audience that has not seen him for a long time, The sixth 
Act marks the final triumph of Bhimasena and there is no 
question of our interest in him flagging in any way there. 


It will thus be seen that Bhimssena and his vow have 
been consistently kept before our eyes, more or less, from the 
beginning to the close of the drama. Bhimasena is thus the 
proper hero, Though this conclusion may be accepted, it 
must be pointed out all the same that the character of 
Bhimasena has not been made so interesting as that of 
Duryodhana, nor have so many traits of his character been 
brought out as in the case of Duryodhana. Thus in com- 
parison with Duryodhana he suffers in this respect. This, 
as observed before, must be put down to the author's lacking 
in sense of proportion. 
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v WHICH IS THE PREVAILING SENTIMENT 
IN THE VENISAMHARA ? 


According to canons of Sanskrit dramatuary & drama 
may contain more than one sentiment, but only one of them 
should be the principal or ahgin. The letter of the rule 
says that this principal sentiment should be either srngare | 
(love) or-vira (heroic). ® Commentators, adhering to the Y 
strict letter of this rule, try to prove that the prevailing 
sentiment in the Veulsathhara is vira or the heroic. This, 
we think, is not right. For we have to look in such cases 
to the spirit, rather than to the letter, of the rule concerned.. 
And the spirit of the rule shows that one sentiment should 
be the principal and the others should be subordinate to it. 
Anandavardhana takes the same view. Otherwise in a 
drama like the Uttararamacarita, where karuna sentiment 
predominates, we shal] have to prove somehow that either 
$rüg&ra or vīrs is the prevailing sentiment. Similarly in 
the Venisamhara it will be found that karuns is the pre- 
vailing sentiment, And this can be easily seen from the ^ 
following considerations. 3 


(p) Read Sahityadarpana vi :— 
MEE CAAT am manerio, leS 
SURAT ATTICA AAT l.c 
B XxcEccibr AT Ts aT I 
AHA WaT: wd A ARIST: I Ge 
(4) Note Dvanydloka iii. 21 
fast maratah perfe! 
Cat TE ater rer (iresaT I | 
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In this drama there are four prominent sentiments 
developed viz. karuna or pathos, vira or heroic sentiment,. 
which in some places has an admixture of raudra or fright- 
ful, $rhgüra or love and bibhatsa or disgust. Of these the 
last is confined to the PraveSaka of the third Act and 
srngara to the second and hence they can hardly lay claim 
to be regarded as the principal sentiment of the drama. 
Between keruna and vira, karuna, in the delineation of 
which Bhatta Narayana is a past master, definitely: 
appears to be the principal. If we minutely survey the 
whole of the drama, we find that it is karuna which 
inheres in every Act and to which all other sentiments are 
made subordinate. 


The first Act with its all-dominating figure of Bhims-- 
sena, who every where represents vira, is certainly predomi- 
nently heroic. Yet even here the presence of Draupadi, who, 
to speak in Bhavabhiti’s words, is really karunasya mürtih, 
brings in the poet's favourite pathos. Indeed, the heroism 
of Bhimasena would seem to heighten the pathos of 
Draupadi’s condition; for ‘though he had the ability to 
avenge her wrongs, he could not do so owing to his ultimate 
dependence on Yudhisthira's will. The pathos of the first. 
Act reaches its height in the leave-taking scene between 
Draupadi and Bhimasena. The second Act principally 
treats of árhgüra, of course. But the picture of Bhanumati- 
with her affectionate heart torn with fear, created by the 
ominous dream, is pathetic enough. Even to the actual 
love scene between Duryodhana and Bhanumaitl a kind of 
pathetic interest attaches, for we know that Duryodhana is 
a doomed man and his indulgence proceeds from rank reck- 
lessness. The third: Act exhibits keruna and vira in equal 
degree. ASvatthaman, bemoaning the death of his father 
represents karuna and the quarrel between Asvatthaman 


Wee The following three Acts exhibit’ 
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karuna pure and simple and in some of their situations 
Bhatia Narayana is seen at his best in the delineation of 
pathos. 

` Tt will thus be seen that while karuna or pathos is 
present inthe first two Acts as & subordinate sentiment 
more or less, it divides the third Actequally with vira and 
is the prevailing sentiment of the remaining three Acts. 
Tt must, therefore, be pronounced to be the angin or the : 
principal sentiment of the drama. 


* 
| CC-O. Prof. Satya Vrat Shastri Collection. Digitized By Siddhanta eGangotri Gyaan Kosha 


VI TIME AND PLACE OF THE 
DRAMATIC ACTION 


The classical drama of Europe knows of what are 
known as Des Trois Unités or the Three Unities. They are. 
the Unity of Time, the Unity of Place and the Unity of. 
Action. The Greeks first developed them and European, 
dramatists generally followed Greece. The Unity of Time: 
meant that the action of the drama should not run over a. 
period longer than a day, or the time actually required for its 
representation on the stage. The Unity of Place similarly. 
required that the events described in the drama should be. 
represented as having occurred at one particular place only 
or its surroundings, or that the action should not be shifted , 
from one place to another as it advances from scene to scene 
or Act to Act. The Unity of Action again laid down that. 
there should be a logical connection between the various 
incidents of the drama and that they should all lead up to. 
one central action which must never be lost sight of. 


The Unities of Time and Place are based on the ides of 
naturalness. It was thus thought unnatural that an action- 
running over a period of months or years together should be 
condensed within the short period of a few hours that were 
required for its representation on the stage. Similarly 
the ancients perhaps thought it improbable that the same. 
stage which once represented one place should be made to 
stand for very many different localities, if the action were 
to change its abode now and then. The Unity of 
Action, however, was essential for the success of the drama , 
as such. For it is easy to see if the various incidents were. 
disconnected and did not lead up to a definite dénouement,, 


would scarcely constitute a drama. Thus while 
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the Unities of Time and Place were ultimately based on 
the more or less crude ideas of naturalness and probability 
as entertained by the ancients, who could not stand the 
necessary strain on their imagination, the Unity of Action 
had its foundation in strict scientific conception. 


The Greek dramatists strictly observed these Unities 
not only in their comedies, but even in their tragedies, 
where it was more difficult to doso. The French dramatists 
in general and the classical school of English dramatists 
led by Ben Jonson in the golden era of English literature, 

" were close followers of the Greeks. Sidney in his Apology 
for Poetry severely criticised. those dramatists of his day 
that violated the Unities of Time and Place and his 
criticism, expressed in humorous language as it is, well 
deserves to be read. Shakespeare, the pioneer of the romantic 
school of English dramatists, represents a revolt against 
these three Unities. Almost all his historical dramas 
violate the Unities of Time and Place, the Winters Tale 

` being the most offending in this respect. The introduction 
of an underplot and the mingling of the tragic and the 
comic element, so common in Shakespeare and his school, 
were a direct violation of the Greek idea of the Unity of 
Action, but these in Shakespeare have been so managed as 
not to sin against the real unity of action that really counts 
ina drama. 


Neither the Sanskrit dramatists nor the Sanskrit writers 

on dramaturgy evolved these three Unities as such. The 
essential unity of action was however secured by such 
devices as the arthaprakrtis, avasthas and sandhis. But 

the introduction of an underplot (vide prominently the 

`- Mrcchakatika) and the intermingling of the tragic and 
the comic elements were common in Sanskrit. The Unities 

: of Time and Place were most flagrantly violated. The 
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-which runs over a period of six or seven years and in the 
Uttararamacarita twelve years actually elapse between the 
first and the second Act. As regards place we find in the 
Abhijfidnasakuntala that while the scene of the first four 
Acts is laid in the penance-grove of Kasyapa, the fifth and 
the sixth take us to Dusyanta's capital and in the seventh 
we haye actually to descend from heaven on the lofty 
mountain Hemukita. In the Sanskrit drama the action 
not only shifts from one place to another in this world, 
but is sometimes represented as taking place in the other 
world also. But one practice deserves to be noted in this 
connection. The Sanskrit dramatists generally confine 
the action of an act to one particular place or its surround- 
ings, unless of course a journey is intended to be represen- 
ted. Another curious fact to be observed is that the Mala- 
vikignimitra of Kalidasa rigidly follows the Unity of 
Place, for the entire action takes place in the king's palace 
and the surrounding garden. This may have been due to 
chance rather than to a consciousness of anything like the 
‘Greek rule of the Unity of Place. 


Having made these general observations on the famous 
Three Unities, we proceed to lay down definitely the place 
“and time of the various Acts constituting our play. The 
question of time is to be considered from two points of 
view: first, the time that is actually taken by the incidents . 
-as they are represented on the stage and secondly, the time 
that is supposed to have elapsed between the various Acts, 
which in the end comes to mean the same as the time 
occupied by the entire action of the play. 


* Act i—The scene is first laid somewhere in the palace 
of Yudhisthira not far from Draupadi’s quadrangle. For 
we find that after Bhimasena sends his ultimatum to 
Yudhisthira to inform him that he is going to break ayay 


from hi til: about and Sahad 
CC-O. pfp his authority, he haus ery moy Siddhanta eGangotri ue Kosha 
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follows him.) Bhimasena thinks he is going to the armoury,’ 
but as a matter of steps his steps are” turned towards 
Draupadi’s quadrangle.) Then both Bhimasena and Saha-- 
deya enter Draupadi’s quadrangle where the rest of the- 
action takes place. 


The time appears to be the morning from about 8 A. M. 
to 10 A. M. Draupadi had gone to offer salutation to Gan- 
dhari and we know that this customary ceremony was: 
performed immediately after getting up in the morning.. 
For in the second Act Bhanumati goes to Gandhari for a 
similar purpose immediately after leaving her bed in the 
morning. Then again the grief caused to Draupadi by the ' 
insulting remarks of Bhanumati is quite fresh, For her 
face is still bedimmed with tears, as she approaches Bhims- 

rs sena, This means that not much time has elapsed since: 
the insult was received. So 8 A.M. to 10 A, M. in the morn-. 
ing accords well with the indications of time that we have 
for the action in this Aot. 


It is possible to find out the exact day and month of the- 
action of the first Act. Towards the close of the Act we 
learn that the mission of Krsna having failed, Yudhisthira. 
orders hostilities to be commenced at once. So the action 
of the first Act takes place on the first day of the 
Mahabharata war. Now the Mahabharata war is supposed 
to have begun on the 13th day of the bright haif of Marga-- 


(r) Note tho stage direction “Sad RE? for Bhimasena: 
and 'qqargmegq! for gano daya after i. 12, p. 9. 


(s) Readi— 
i SAAT meg È ET | TR TRAIT 
; wer wale t 
ASST: — AMT AAT NANETA NETRA 


Act i, pp. sao 


4) Read ‘oà mi me geena 
CC-O. Prof. Satya vrais ari Blllection. Digitized By Siddhanta eGangotri Gyaan Kosha 
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-4irsa, So this gives us the exact day and month of the 
action of the first Act. 


There is however some difficulty in this calculation. 
In the Prologue the Sütradh&ra speaks of Sarad or the 
autumn as being the current season), Sarad is constituted 
‘by the months of Agvina and Kartika, As Bhimasena . 
enters immediately after the Sütradhara's description of the 
‘season, the time of the action of the first Act must natur- 
-ally be supposed to be Sarad. If this is so, how can the 
13th day of the bright half of MargaSirsa be the day of the 
action of the first Act? 


From the Mahabharata we know that Krsna went on 
his mission of peace to Duryodhana about the 13th day in 
‘the bright half of Kartika, So the reference in the Prologue 
‘to Sarad as the season when Krsna arrived at Yudhisthira's 
abode with a view to proceed to Duryodhana to negotiate 
peace is correct. But Bhatia Narayana ignores subsequent 
developments as recorded in the Mahabharata. The epic 
tells us that about a week was spent in Krsna's going to 
Hastinapura, his staying there for negotiating peace and his 
returning to the Pandavas on the failure of his mission. 
According to Bhatta Narayana all this happened in the 
course of an hour or two. For in the Prologue we learn 
about the arrival of Krsna at Yudhisthira’s residence with 
a view to go to Duryodhana and towards the close of the 
‘Act we come to know that he has returned on the failure 
‘of his mission of peace.. Then again in the Mahabharata, * 
after the negotiations of peace prove unsuccessful, about 
‘three weeks elapse before hostilities actually commence. 


(u) Read ‘ag su Aad... REESE sedat Wm p: 4. 

It should be noted, that in the last Act too the poet 
makes reference to Sarad. Compare ‘aa g Tada Ta 
aver? p.166. » 
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This time is spent by both the sides in collecting their 
armies and moving them to Kuruksetra and taking up. 
battle positions there. But Bhatta Narayana represents 
the war to have commenced immediately after the return 
of Krsna on the failure of his mission. 


It will thus be seen that Bhatta Narayana is faithful 
to his óriginal in representing Krsna as having started on 
.his mission of peace in Sarad. But the period of nearly a 
month, which elapses between this and the actual com-- 
mencement of war, has been compressed by our poet into a. 
couple of hours. This need not be considered to be a 
serious defect. Foron the stage such shortening of time 
has often to be done. 


Act ii—The scene of the Viskambhaka is laid in the- 
harem of Duryodhans, where the Kaücukin is moving 
about as fast as his old legs can carry him in search of 
Queen Bhanumati. 


The action of the. main Act takes place in the Balo-. 
dyana, which was evidently a garden attached to the royal 
palace. After stanza 20 Duryodhana, Bhanumati and her 

-friend Suvadana move up to the palace on the mountain of" 
wood, situated in a part of the Balodyana. Here the rest 
of the action is gone through. 


Thirteen days elapse between the close of the first Act 

and the commencement of the second. The end of the first 

. Act sees the war commenced. In the interval Bhisma has: 
"been rendered hors de combat and Abhimanyu has been 
slaughtered.) The Mahabharata tells us that Bhisma was. 


(v) Read :— 
smremeorqevescirerenft Sur BR 
SCIRET 3 MUIN rer: sit: mnm: t 
c Rasgar TESA 


| CC-O. Prof. Satya Vrat sn ER CTT Ei speak Gyaan Kosha 
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‘overthrown on the tenth day of the war and that Abhi- 
“manyu was killed on the thirteenth. The action of the 
second Act thus commences on the morning of the fourteen 
day. Another indication corroborates this conclusion. 
Towards the end of this Act we learn Arjuna's vow to 
kill Jayadratha before the sun sets on that day. The 
Act closes with Duryodhana’s departure to help Jayadratha. 
Arjuna was successful in carrying out his vow and 
we know from the Mahabharata that Jayadratha met his 
death at the hands of Arjuna on the fourteenth day of the 
war. Thus the action of the second Act happens on the 
fourteenth day of the war. 


The actual hours of the day appear to be from about 
8 a.M. to 11 A.M. At the commencement of the Act we 
find that Bhanumat! has just returned from her dutiful call 
on Gandhari and has gone to the Balodyana for the perfor- 
mance of some sacred rites.) For this she must naturally 
have taken her bath. 808 A. M. would appear to be the proper 
time for her going into the Balodyansa. The description of 
the Balodyans, which the Kaücukin gives (Text pp. 30-31), 
contains clear indications that the time is the early morn- 
ing.” Later on the sun grows difficult to look at.) This 
must be about 10 A. M. Then after a while the party moves 
to daruparvataprasada, where the rest of the -action takes 


(w) Read ‘aa ag S7 refi edt reat fremit eT (SORTA) 
au: afe Act fi, p- 50 
Cz). Read ‘am mari 8r TS: gaaaaea ffe aaa 
sparsit merah fiut" Act il, p. 26 
- (y) Note A MRAP TRCN” SARACEN TMT 
qur? Act ii, p. 91 et T 


(2) Read 6 aged eag anane Mat ATL Rem 


so Act ii, pp. 39-40 
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‘place. This must have taken about an hour more. Thus the 
whole action of the second Act would occupy about three 
hours in the morning from 8 A. M. to 11 A. M. 


Act iii—The scene of the Pravesaka to this Act is laid 
‘in the residence of the demon couple, not far from the 
battle-field. For from this place.the demons are able to 
hear the tumult of the war and see what is actually happen- 
ing there viz. the slaughter of Drona‘), They also see 
Asvatthaman advancing towards the battle-field. 


The first three scenes of the third Act, wherein 
Asvatthaman, the charioteer and Krpa take part, occur in 
"a place very near the battle-field, but not actually thereon. 
For, A$vatthàman, being desirous to go to the actual 
theatre of the war, starts for it, but before he actually 
reaches it, he sees the rout of the Kaurava armies and 
‘observes even grest warriors like Karna running away. In 
_ this very place Drona’s charioteer Asvasena arrives and 
‘Informs A$vatth&man of the slaughter of Drona. It is also 
‘here that Krpa sees ASvatthaman and the conversation bet- 
‘ween the two takes place. 


The fourth scene, consisting of the dialogue between 
Duryodhana and Karna, and the fifth marked by the quarrel 
, between Asvatthaman and Karna, are laid in a region at 
at some distance from the battle-field, though not very far 


(a) Read:— . 
CER ` TAR vfi, f q wed AL FEET su 
were, WW WE Veg? xr: rere mud v 
c x. _» Aet iii, p. 59 
(5) Read :— 
"EC E TERTATA) «amet, eNA 
` Ei 4 ET Tata 1 : —Act iii,.p. 60 
(e) Note Aévatthüman's words “arad, anganan R? and his 
CC-O. Prof. Satya SHES TERN HOT HET EINE eGangotri Gyaan Kosha 
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away from it. There is in this place a Nyagrodha tree in 
the shade of which the king and his friend are sitting. 
ASvatthiman and Krpa have to move over some distance 
before they arrive here. Though the place is thus somewhat 
removed from the actual scene of operations, itis at the same 
time near enough for the party to be able to hear Bhima- 
sena’s challenge toall Kaurava warriors to protect Dussasana. 
who has fallen in his hands. 


It will thus be seen that the action of the third Act 
takes place in three different places near about the battles 
field, though not actually thereon. — 


The time of the third Act is determined with reference 
to events described in its Pravesaks. From this we know 
that Ghatotkaca has been killed and his mother Queen 
Hidimbā is immersed in grief? According to the Maha- 
bharata the death of Ghatotkaca took place at mid-night on 
the fourteenth day. This means that the action of the third 
Act belongs to the fifteenth day of the war. This is con- 

- &rmed by another indication. Towards the close of the 
Pravesake we learn from the demon's speech that Drona is 


(d) Bead 'ga:—( RGT) ae, v gilet: EGA ure TTT STAT 
agre Rae lagena: '—Act iii, p. 78 
(e) Note the stage-direction ‘ateraa:? for Advatthiman and 
Krpa, when they decide to go to the region where 
Duryodhana is staying. : z 
. (f) -For Bhimasona's challenge soe text pp. 88-89 and note 
especially the stage-direction ‘aq amtaa given 
immediately after this. 
(g) -Read — . 
qt fad nas t ES 
"oem erie, sr enfer RA TATANAN 
ET Eel C 1 


: UP Dee Bae er ia he z AG iii, p. 56 
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being killed and early in the course of the third Act we 
get the news of Drona's decapitation. From the Mahabharata. 
we know that Drona’s head was chopped off by Dhrstadyumna. 
on thefifteenth day ofthewar. So the fifteenth is the day 
of the action of the third Act. 


The actual hours of the action of the third Act would 
appear to be from about 1 P. M. to 2-30 P. M. These are 
fixed for the following considerations. First, the Maha- 
bharata says that Drona was decapitated in the afternoon 
‘of the fifteenth day. Secondly, it will be seen from below 
that our author describes the action of the third, fourth and 
fifth Acts as being almost continuous. Towards the end 
of the fifth Act there is a reference to the sun setting”, This 
was probably at 6-30 P.M. So the actions of Acts iii, iv 
and v must be assigned to afternoon hours closing with 
6-30 P.M. That is why we have given 1 P. M. to 2-30 P. M. 
as the hours for the action of Act iii. There are two con- 
siderations which are favourable to these hours. Rudhira- 
priya, we know, is thirsty and Duryodhana and Karna,. 
we have already seen, are sitting in the shade of the 
Nyagrodha tree. This accords well with 1 P. M. to 2-30: 
P. M., which we have oes to be hours of the action of 
this ‘Act. 


Act iv—The action of the fourth Act commences actu-- 
ally on the field of battle, Karna and Duryodhana had 
gone there to protect Dussasana from Bhimasena. Arjuna 
engaged them both in order to facilitate the fulfilment of 
his brother Bhimasena’s vow with regard to Duśśāsana. 
In this fight Duryodhana was wounded and became uncon-- 
scious. Seeing him in this helpless condition his charioteer 


(A) Read sms vera sare: we Rafat egeat weit 1 
—vi 36 d 
(i) Note Rudhirapri ya's words “agan Mamta” Act iii, p. 56: 
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was removing him from the actual battlefield to a placa of 
safety. This is how the Act commences. 


Duryodhana’s chariot is then taken to the same Nya- 
grodha tree, where Duryodhana and Karna were sitting and 
whence they had gone to the battle-field to help Dussasana. 
We now learn that this tree has thick foliage and is situa- 
ted on the bank of a lotus-lake from which a cool and 
fragrant breeze is blowing’. This is the region where the 
action of the rest of the Act takes place. Thus a part of 
the actual battle-field and the Nyagrodha tree are the places 
of the action of the fourth Act. 


About half an hour must be supposed to have elapsed . 
belween the end of the third Act and the commencement of 
of the fourth. During this time Bhimasena had his revenge: 
on Duśśāsana and Duryodhana became wounded in his. 
fight with Arjuna. Krpa also arrived on the battle-field 
and, encouraging the flying Kaurava army, was advancing: 
towards Karna, who was now fighting single-handed with 
Arjuna. Thus the actual hours of the action of the. 
fourth Act, which commences half an hour after the 
end of the third, would be 3 P. M. to 5 P. M. During 
this time Sundaraka gives his description of the exploits 

' and death of Vrsasena and delivers Karna's message to: 
Duryodhana and returns with a counter-message from him. 
to Karna. 

Act v—The action in the whole of this Act takes place: 
in the shade of the same Nyagrodha tree, where Duryo- 
dhana has been sitting right up from the middle of the 


(4) Read ‘at, waril datang A AA 
. aan sataman: l Activ, p.94 
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‘third Act, except for about half an hour when he had gone 
to the battle-field in his attempt to save his brother. It is 
here that Dhrtarastra and Gandhar! see their only surviving 
‘son and it is here that all the subsequent events in this 
Act take place. 


The actual hours of the action of this Act would 
ibe from 5 P. M. to 6-30 P. M. For, we know that the Act 
‘commences immediately after the fourth and that towards 
the end there is a reference to the sun setting. 


It will thus be seen that the action of Acts iii, iv, and 
v is continuous and occupies, according to Bhatta Narayana 
one afternoon viz. that of the fifteenth day of the war. We 
‘have here to point out that in so depicting the action to be 
continous, our poet departs from the Mahabharata. In 
these three Acts of the drama we have the deaths of Drona, 
‘Duséésana, Vrsasena and Karna. Now according to the 
“Mahabharata Drona was decapitated on the 15th day of the 
‘war and Dussasana, Vrsasena and Karna were killed on the 
‘17th day. Bhatta Narayana represents all these warriors 
as having met their death on the same day viz. the fifteenth. 


Act vi—Yudhisthira’s camp, situated at considerable 
«distance from thejbattle-field, is the scene of the occurrences | 
in this Act. As Draupadi and her maid are residing in 
this camp, it must have been at safe distance, from the 
actual battle-field. This conclusion is confirmed by the 
fact that communication between Yudhisthira and people 
dike Sahadeva and Krsna, who are actually on the battle- 


(7) Read :— : 
TIAN —sm af sei ARA acre efr 83 am | 
2 ST AT WERTE E ver eSATA ELST | - 


; —Text p. 123 
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field, is maintained by means of couriers. The camp of 
Yudhisthira was evidently pitched in a shady place and on: 
the bank of the Sarasvati. For, when the demon Carvaka: 
arrives there, the shade and the cool breeze appear to him: 
to be sufficient to remove his fatigue. 


This Act records the deaths of Salya, Sakuni and’: 
Duryodhana, According to the Mahabharata these three 
events occurred on the eighteenth and last day of the war. 
As, according to our author, the events of the three previous 
Acts happened in the afternoon of the fifteenth day, two: 
days must be supposed to have elapsed between the end of * 
Act v and the beginning of Act vi. s 


As regards the actual hours of the action of this Act, 
they would appear to be 3 P. M. to 5 P. M. From the Mah&-. 
bharata we know that the last fight between Bhimasena. 
and Duryodhana took place in the afternoon of the 18th day. 
"When the demon Carvaks, arrives at Yudhisthira's camp, he 
is feeling thirsty. The autumnal sun's heat is intense? 
So 3 P. M. to 5 P. M. would not be unreasonable as the hours: 
of the action of this Act. : 


It would then follow that the engagement between 
Yudhisthira and Salya and that between Sahadeva and 
Sakuni took place in the morning. Yudhisthira then retired 
to his camp for rest and Bhimasena, Arjuna and Krsna. 
began their search for Duryodhana. i 


(m) Note that Yudhisthira first sends his man Budhaka to- 
convey to Sahadeva certain instructions about Institut- 
ing searoh for Duryodhana. Secondly, Pancülaka arrives. 
at this camp with news from the batile-field at the com- , 
mand of Krgna. Thirdly, Yudhisthira sends his chamber— 
lain Jayandhara with his last message to Sahadova. 
(n) Note Carvaka’s words ‘Sàr MERRE Akar 
spi faga AA V Act vi, p- 165 
1 Rend Carvaka’s words ‘stad qaradi qwe Act vi, p.166. 
C-O. Prof. Satya Vrat Shastri Collection. Digitized By Siddhanta eGangotri Gyaan Kosh 
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Another point to be noted in connection with the ques- 


‘tion of time is this. Bhatta Narayana represents the 


coronation of Yudhisthira as taking place immediately 
after the slaughter of Duryodhana. According to the 
Mahabharata some time elapsed before this event took place. 
As Duryodhana lay on the battle-field in the throes of 


-death, Asvatthaman, Krpa and Krtavarman went to see 


him. Aévatthiaman severely censured the Pandavas in the 
presence of the dying monarch for their many iniquities. 
Duryodhana was pleased with this denunciation and 
appointed Asvatthaman the last Commander-in-chief of his 
armies in order that he might carry on the work of revenge 
even after his death. Thus satisfied that the new com- 
mander of his armies, or whatever was left of them, would 
‘avenge the wrongs done to him, Duryodhana breathed 
his last. 


During the night of that day, that is, the eighteenth 
day of the war, Asvatthaman, with the help of Krpa and 
Krtavarman, performed a most dastardly and treacherous 
deed. He visited the Pandava camp clandestinely and 
killed Dhrstadyumna: Uttamsujas, Yudhamanyu, the five 
sons of Draupadi and Sikhandin, while they were asleep. In 
the confusion that was caused by this night-attack, soldiers 
running about unarmed in an attempt to escape from the 

-camp, were done to death by Krpa and Krtavarman, who 
were standing at the entrance. 


Yudhisthira and his brothers, who were encamping 
-elsewhere, were shocked to learn this new disaster. 
Draupadi insisted that Asvatthaman be immediately killed. 
Bhimasena, her ever ready champion, and Nakula set out 
in pursuit of the Brahmana warrior. Krsna, Yudhisthira 
and Arjuna followed them. Eventually they all succeeded 
in wresting from Asvatthaman the precious jewel on his 


s p, dead as n. token. of subjugation. , cyan Wes akla Kosha 
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Then a fit of despondency, such as had overpowered 
Arjuna at the commencement of the war, came upon 
Yudhisthira. He refused to enter the city of Hastinapura 
to take advantage of the Pyrrhic victory that had been won, 
but desired to enter a forest, He was somehow prevailed 
upon to give up this idea and after offering obsequies to 
all his dead relatives, Yudhisthira made a triumphal entry 
into the capital. Then the coronation took place. 


All these events, which happened between the over- 
throw of Duryodhana and the actual coronation, have 
been ignored by Bhatta Narayana, who represents the 
coronation as taking place immediately after the defeat 
and death of Duryodhana. And this was quite natural. 
For, these events had nothing to do with the Venlsamhara 
which was Bhatta Narayana’s main theme. 


2 
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In the p*eceding Section we saw that out of the three 
unities formulated by the ancient Greeks, the unities of 
time and place are unknown to Sanskrit dramaturgy. The 
doctrine of the unity of action, though not exactly in the 

sense in which it was understood in ancient Greece, is — 
however developed in Indis, Unity of action is secured in 
a Sanskrit drama by the employment of what are known as. 
the five sandhis or junctures of the action. 


} The development of the plot of a drama can be’ 
looked at from an objective as well as a subjective point of 
view. Objectively speaking, the plot of a drama has five 
elements which are known as arthaprakttis, Subjectively, 
the development of the action goes through five stages, 
known as avasthās, which represent the progressive 
| attainment of the goal by the hero. The five elements of 
| the plot combined with the five stages of the development 
of the action give rise to the five junctures. 


The five arthaprakrtis or elements of the plot are 
bija, bindu, pataka, prakari and karya. ^ Blja or the 
germ is the initial circumstance from which the action 
springs. Bindu or the drop is constituted by the in- 
cident, which secures the continuity of the plot, when 


i 
y (p) Read:— 
a AAEE dede: | 
sme: Ter at war: Tee ar: u 
—areqe i. 18 
[| (a) Read:— 
TATA THE qur eet M «^ 
HSA TA Cast maan | 
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it appears to have been disturbed by the introduction of 
secondary matter. ‘) It is so called, because, like a drop of 
oil on water, it spreads all round, covers apparently irrele- 
vant events and brings them in line with the main theme. (9 
Pataka or an episode is some incidental matter, which 
spreads over a considerable part of the drama and helps the 
principal action.“ Prakari or an episodical event is of 
the same nature as pataka, but of limited duration and 
secondary importance. Karya or the dénouement is the 


(r) Note:— 
gaat RSs ARABIEN | 
mrad wae a frag: TAAT u 
A aera xix. 22 
FAA ASA aeg cun | ; 
—sqqenz i. 17; akeat vi. 66 
GS TAA ASR LTT: v: | 
aah gaez Rae Fes n 
AMIER 
(s) Vide sarrera aiar Beg: | ses Aoga RTX 
fafa REA 1 
t) See:— e 
oe qu wd R TOS wd TATANTA, | 
suras eda wr TATANG wider N 
—Sseran xix. 23 
anita seges at werden i 
—m Raai vi. 67 
u) Read s— 
= qi seu wem: qud Bas Te: | 
ange faeit er sentir (ofi 
aAa xix. 24 
orate arad fei Tee AMT Wl 
: —arfkerayan vi. 68 
gira aai Tur Teaver sa: i 
araga THe TANT AAT ll 
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end or object, which being achieved the drama ‘comes 
to a Close.'») 


Karya or the dénouement is reached by the action 
through the five avasthüs or stages. They are &rambha, 
yatna, praptyasa, niyatapti and phalagama.’” Arambha or 
the beginning represents the eagerness for the achievement 
of the principal fruit, displayed by the hero or by some one 
else acting in his interest.) Yatna or the effort means 
determined activity for the attainment of the goal? Pra- 
ptyasa or the hope of achievement represents the stage 
where success is felt to be possible on a consideration of 
the means of achievement available and of the obstacles 
in its way.) Niyatapti or {certainty of achievement 
is the stage where success seems certain owing to the 
removal of obstacles? Phalagama or the attainment of the 


(v) Note:— 
TANG ww STI: TATA | 
qud a: erem AT aR 
er Pelee v3 | aaqa xix. 25 
amera p. 107 
(w) Vide;— 


ARM: VA HART TET Wer: 1 
SATATA AT AARRETTA: li 
(z) Read :— arene 1.19 
same ilem TENANG | 


CE —antgeagior vi, 71 


TAA remit eura seni: 1 
(s?) Note:— maa vi. 72 


SUTINI STCETTSIT MARAT: d à; 
(a) Rend:— m i. 21 


emma: Trae: SAT t 
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fruit represents the accomplishment of the object in its 
entirety, 

We have seen above that the association of the five 
-elements of the plot with the five stages of the action gives 
rise to the five sandhis or junctures.©) These are mukha 
or opening, pratimukha or progression, garbha or develop- 
ment, vimaráa or avamarsa or pause and nirvahana or con- 
clusion. The mukha-sandhi arises from bija and arambha, 
the pratimukha from bindu and yatna, the garbha from 
pataka and praptyasa, the vimarsa from prakerl and niya- 
tapti and the nirvabansa from karya and phalagama. The 
Dagaripaka and the Sahityadarpans definitely lay down 

_ that the junctures depend upon the elements and the stages. 
They however opine that this association should not be 
regarded as absolutely rigid. Thus according to the above 
arrangement pataka forms part of the garbha-sandhi. But if 
we observe existing dramas, we find that the episode often 
runs into vimarsa and even nirvahana. : 


We shall now proceed to describe briefly the five 
ssandhis, 2 


(b) Note:— 
AAT HEMT: IU: SURG: | 
: : : akeg vi. 73 
(c) Read:— 
RABAT: Ta emere Alaa: N 22 
TANGGA ATIN FAs TA TTT an 29 : 
: erento var: t 3 
i: gerang RT: p: rp WWW D 
—mfüeqqdo vi. 74 
(d) Note:— 


gui site rt faq eie fe a 
wur reor wf Wee qup WT: = 


J H H NATA 1 ix. 
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action. In this there is a possibility of the development of 
various matters and sentiments. It is here that definite 
beginning of the action is made. 


The pratimukha marks the progress of the development 
of the seed. This progress is scmetimes manifest and 
sometimes not quite so. The reason for the latter charac- 

' teristic is that some secondary matter is here introduced 
and it obscures the development of the seed.” 


The garbha contains, as its name suggests? the final 
fruit in an embryonic form. The seed, which has been 
steadily growing during the course of the two preceding 
sandhis, is here seen and lost by turns and a search is made 
to find it out. Thus, though apparently the main action 

seems to have been retarded owing evidently to the intro- 
duction of the pataka or episode, in reality definite develop- | 
ment towards the dénouement is here observed.) 


The mukha-sandhi sees the sowing of the seed of the 


(e) See:— 
TA NATA NTT li 76 
ATU TATI Te RANA t... 77 
(A) Vide :— Y: 
E TANG aa eerie wha | 
BETA wir di NAJE uua, Nl 
maa xix. 38 
exequi [ aT ] xus waz | 
Tarzan cn ee n30 
aes i 
(g) Compare ‘qae mifer si: ? akao 
' — (h) Read:— 
SHIRT TAAT NGANAN aT t 
gano qa w sp gd iW: 
—rleqarea xix. 39 
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The vimarsa or avamarsa marks a pause in the pro- 
gress of the action towards the dénouement. Here the action 
seems tohave received a check or reversal on account of some 
obstacle which neither the hero nor the heroine nor any one 
else had either expected or even thought of. However, the 
obstacle is removed in the end and the achievement of the 
final goal becomes certain. 


The nirvahans witnesses the conclusion of the drama- 
tic action. Here the poet brings together all the different 
threads of the narrative, which are scattered over the 
previous junctures, and makes them converge on the central 


[ Continued from the preceding page ] 


TAT CATES Esq T SE: | 
BIENES: AET RATA T STL TATA U 
. —mqeme i. 36 
qure ToT (i 1 78 
TA aa wu rara gg: 119 
—mwfücreda vi 
From ihe above definition of the Daéarüpaka it will 
be noticed that pataka is not absolutely necessary 
for the garbho-sandbi, Praptyaés must of course be 
there. Says tho Dadarttpaks on the above definition’ 
aa Seakan ararar: waren mri TA eT um Y , 
gadha afe wn quid em zi 
(i) Note:— 
miaa fagrergarea a | 
swept ni a eet eet eu: 
—sqermmeu xix. 40 


sarana wrana faeta. t 
safer: Piste Xd vum: M 


gerana Shae Tats: I 19 
kak erquns v Reg wf vem 1o 


j. 43 


vi 
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theme. The purpose with which the drama began is served: 
and the fruit is gained.) 


Such, in short, is the general nature of the five sandhis, 
which are intended to secure unity of action in a drama. 
The theory of junctures sounds very well on paper. 1t is 
evidently intended to apply to dramas of five acts, which 
represent the norm. In actual practice, however, it is. 
always possible to discover the existence of these five 
sandhis even in a drama, which evidently lacks unity of 
action. The Venisamhüre, for instance, in our opinion at 
any rate, does not contain unity of action. It seems to 
have been made of scenes and acts, which are but loosely 
strung together. Yet it is not impossible to show that the. 
five junctures with their main constituents are present here.. 
We now proceed actually to do this. 


The mukha-sandhi, which arises from the combination 
of bija and arambha, covers the first Act of the Venisamhara, 
The bija or seed is here seen in Yudhisthira’s readiness to 
commence hostilities on the failure of Krsua’s mission of 


G) Vide :— 
o aaa gA ANATA | 
aama THATS q qd 
—m"reuurg xix. 41 
imam erat aser Tara 48 
Verena freee R TAI —. 


The Sahityadarpane gives tho same definition as that of the 
DaSarüpaks, but instead of Rete it roads qeri 
gereret aa fastu? dierum: à 
Ferra rfr RETA N 
— SIS 


(k) Compare ‘qa q efe arii aa E 
verat MARI qae under i. 17a. 
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peace, as found in i. 24,0 The &rambha of course is repre- 
sented by Bhimasena's eagerness to fulfil his vow that is 
observed throughout this Act. 


The pratimukha-sandhi is found in the second Act. It. 
comprises bindu and yatna. The bindu is constituted by 
the entrance of Jayadratha’s mother and Dussala on p. 49 
(text). All that precedes viz. the scenes in which Bhanumatl 
and her companions and Duryodhana and his charioteer 
take part, is clearly secondary matter and disturbs the 
continuity of the main action: It is only when Jayadratha's 
mother and Du$Salà arrive on the stage that we become 
aware of events occurring outside the Balodyana. Their 
entrance thus secures the disturbed continuity of the main 
action and constitutes the bindu. Yatna is represented by 
the speeches of Ji ayadratha's mother on pp. 50-51, in which 
she describes the efforts of the Pandavas, and especially of 
Arjuna, to bring about the death of Jayadratha. The second 
Act thus contains the pratimukha-sandhi 


The garbha-sandhi, which is made of pataka and pra- 
ptyasa, covers Acts iii and iv. Agvatthaman’s grief and 
lamentations at the death of his father, his quarrel with 
Karna and his new vow, are incidental matters and con- 
stitute the pataka. Sundaraka’s soliloquy and his long 
descriptions of the various fights, which do not much 


(1) This stanza runs as follows :— 


qu TATA TEMP ATE: 
sean HEL FOI duet SAA 
(m) Read ‘ ates dias Menger (SGT makadadi 
wena Madraka | TEN amana” (i6) ser 
Carrere pao" (ii 28) TIRARA: NGA 
: RRI arene under i. 30 
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help the progress of the main action, may also be included 
under the pataka, Praptyasa is represented by Bhimasena’s 
speech from behind the curtain on pp. 88-89, wherein he 
announces his intention of butchering Dussasana, who has 
fallen in his clutches, and by the speeches of Asvatthdman 
on pp. 90-91, in which the drinking of Duśśāsana’s blood 
by Bhimasena is referred to. Stanzas 2, 3, 4, and 9 of 
Act iv may also represent prāptyāśā in so far as they | 
shadow forth the death of Duryodhana. 


The vimar$a-sandhi covers the fifth Act and a large | 
part of the sixth as well. It arises from the combi- 
nation of prakari and niyatapti. The prakari is represented 
by Dhrtarástra's attempt to bring about peace, which seems 
to check the final attainment of the goal by the hero. The 
doings of Carvaka in the sixth Act also partake of the 
nature of episodical event and may well be styled prakari. | 
The disappearance of Duryodhana, consequent on the new | 
vow of Bhimasena, is a pertinent part of the vimarsa-sandhi, 
because it definitely jeopardizes the fulfilment of Bhima- 
sena’s vow and forms an obstacle in the way of the attain- 
ment of the final goal. Niyatapti or certainty of achieve- 
ment is seen in the report of Paficalaka on p. 152 that 


ae 


(n) With reference to the garbha-sandhi, in which pataka 
figures, it may be noted that the Sthityadarpana 
regards tho doings of Bhimasena in the Venisambara 
as constituting the pataka. This is evidently due to the 
den that Vi$vanztha considers Yudhisthira the hero of 
the drama. Read ‘em sarai wi tarka yuQ l «wr 
WHR Gig: (quat Fee, TA green sf, 1? akai 
vi, p. 280 ( fium) ; 

(o) Note ‘am q Itin aien Raana: [fag] 1 
"tff ema... vi. lo ger aeq TT a aad- 

TATA ANEHE AT NG TANG GTA snmma 
wu? quee on i. 43 Te 
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Duryodhana is found. Lord Krsna's message to Yudhisthira 

p. 160) that festivities may be commenced in expectation of 
Bhimasena’s victory over Duryodhana also embodies 
niyatapti. 


The last sandhi nirvahana is marked by the conclusion 
of the dramatic action. It arises from the combination of 
karya and phalagama, The karya in the present drama is 
the killing of Duryodhana. Act vi 37, wherein Bhimasena 
announces that he has crossed the vast ocean of his great 
vow, embodies the karya. The phalagama is the binding 
of Draupadi’s mass of hair referred toin vi. 42. The 
nirvahana-sandhi thus extends from vi. 37 to the end of the 
drama. Its central point is the recognition of Bhimasena 
by the chamberlain,—Bhimasena, who on his entrance, is, 
-owing to the false story of Carvaka, mistaken by them all 
to be the victorious Duryodhana.‘?’ 


(gy) Read “aa wiin" nga (stat weka) FEIT, awd | 
sut arama AAT emerges i sereni | 
gaya deer 1” wen sidere fageranerfsdtont Fst 
Fera RATATAT qua, | * quw on i. 48b-49a wherein 
nirvahapa-sandhi is defined. 
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In the galaxy of Sanskrit dramatists Bhatta Narayana 
is a star of the second magnitude only. Beside the dazzling 
brilliance of Kalidasa, Bhavabhiti and Sriharsa, his light 
fades dim. Yet the Venisamhara enjoys a popularity, 
which is surpassed only by the Sakuntala and the Uttarara- 
macarita. This is due more tothe dature of the plot of the 
- drama than to its intrinsic merits. The story of the national 
epic was already popular. When the poet infused new life into 
it by dramatising it and thus made it even more realistic, 
it was bound to captivate the people. And the Venisamhàra 
captivated the people so much that the ordinary man learnt 
his epic story more from this play than from the epic itself. 
One proof of the popularity of the Venisamhara is furnished 
by the fact that, in company with the Ratnavali of Sriharsa 
it is most drawn upon by writers on dramaturgy to 
illustrate the various topics in their science. Bhatta 
Narayana also exercised considerable influence on succeed- 
ing dramatists. The Balaramayana of Rajasekhara (900 
A. D. ) and the Candakausika of Ksemi$vara (900 A. D.) 
show clear traces of the influence of tho Venisamhara. 


As observed before, Bhatta Narayana excels in the deli- 
neation of pathos. That sentiment in fact forms his special 
province. In some places his pathos rises to the level, of 
Bhavabhiti’s. Aévatthiman in the first half of the third 
Act, Duryodhana in the fourth and the fifth and Yudhisthira 


and Draupadi in the sixth represent his chief pathetic: 
figures. The poet was also proficient in portraying indivi-- 
dual characters. From this point of view Duryodhana and: - 


Bhanumat! have received the poet's best attention, On. 
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them he has lavished all his skill. The picture of Bhanu- 
mati is confined to the second Act, but the portrayal of 
Duryodhane’s character is continued all through the follow- 
ing Acts. The robust violent Bhimasena, who chafes at the 
authority of his elder brother at every step, but does not really 
wish to break loose from it in spite of hisutterance to the con- 
trary, the hot fiery-tempered ASvatthaman with his intense 
filial affection and fine sportsman-like spirit, the cunning 
crooked Karna with his meanness and self-conceit, the old dot- 
ing Dhrtarástra with his unsorupulousness and blind parental 
affection—all these have been skilfully painted. The 
devoted faithful Buddhimatika and, the old garrulous 
Vinayandhara have also received due attention from the poet. 


Proficiency in delineating sentiments and in portraying 
brilliant character-sketches, though a valuable endowment 
in itself no doubt, does not alone contribute to the poet's: 
success as a dramatist. He must possess the art of drama- 
tic construction. The various scenes thathe paints must 
be so woven together that they gradually lead to the dénoue- 
ment and create the impression of a consistent whole. 
Considered from this point of view Bhatta Narayana is a. 
failure, Thougha great poet, heis nota dramatic artist. 
The Venisambara constitutes a series of brilliant scenes, 
which, though so beautiful and impressive from the point 
of view of characterisation andthe development of senti- 
ment, are loosely strung together and thus fail in creating 
the impression of & well constructed drama. Tt may be 
that the nature of the plot of Bhatta Narayana’s play; 
namely, the story of the epic running Over such great 
length, rather than an intrinsic defect in his genius, 1s 
responsible for this. But there is no denying the fact that 
the Venisamhara is an inartistically constructed drama. 
This will be clear from the following brief survey of the 
pix Acts from the point of view of construction. 
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The first Act is highly successful. The seed is here 
well sown. But the two next Acts, though so success- 
ful in themselves, have hardly any relevancy as 
constituent parts of the drama Venisamhara, In fact, 
while we enjoy the delightful love-scene between 
Duryodhana snd Bhanumati, sympathise with Asva- 
tthaman in his pathetic lamentations and observe with 
interest his quarrel with Karna, we are scarcely aware 
that we are reading a drama wherein the tying of Drau- 
padi’s hair is the principal topic, Only towards the close 
of these Acts does the poet tell us something of the progress 
of the war, whose conclusion is to lead to the Venisamhara, 
by referring to the vow of Arjuna to kill Jayadratha and 
by making Bhimasena declare from behind the curtain his 
intention of butchering Duśśāsana, who has fallen in his 
clutches. These devices appear to represent the author's 
conscious efforts to link the two more or less detached Acts 
to the main theme. The fourth Act is mainly narrative and 
we hardly know that we are reading a drama when we 
listen to Sundaraka’s long descriptions, Even as a Viskam- 
bhaka'it is a failure, for here information is deliberately 
thrust on us. No poet who knew anything of what drama- 
tic construction meant would have composed such an Act. 
The fifth Act, though full of action, is not faultless in 
its construction, for its scenes do not logically follow one 
another and have no definite dramatic purpose to serve. 
The sixth Act suffers from the abrupt character of its 
commencement and from the fact that its first scene is made 
to serve the purpose of a Viskambhaka. It will thus be 
Been that from the point of view of dramatic construction, 
the Venisarhhara leaves much to be desired, 


Another defect of Bhatta Nardyana’s genius is that he 
lacks sense of proportion. We have already seen how this 
defect leads the poet to assign to Duryodhana more 
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importance and to elaborate his character with greater 
care than he gives to his hero Bhimasena. The same is 
true in the case of the heroine also. Draupadi is the 
heroine no doubt. But she does not receive from the poet 
half the attention and care that he bestows on Bhanumatt. 
Bhanumati’s presence, it is true, is not felt outside the 
second Act, but in that Act she absorbs our mind as Drau- 
padi nowhere does. The same deficiency in sense of 
proportion is at the bottom of the poet’s failure to recognise 
the proper limitations of the narrative element in a drama. 
That is how he comes to give us such an Act as the fourth. 
Similarly, want of the sense of proportion is displayed in 
the character of Sundaraka’s speeches. How is it that a 
common soldier, who is not cultured enough to be able to 
speak in Sanskrit, gives us such an elaborate metaphor as 
that occurring at the end of his preliminary speech and in- 
dulges in such high-flown descriptions of the battle-scenes ? 
Tt is true this particular anamoly is found in other drama— 
tists as well, notably in Bhavabhüti, but that does not 
lessen its anomalous or disproportionate character. 


But then one feature which cannot fail to strike à 
careful reader of the Venisamhara is that the author shows 
himself to be quite familiar with the stage-craft, The 

. various scenes composing his drama have been arranged 
with a definite eye to their representation on the stage and 
the exits and entrances of different characters have been 
skilfully managed. Situations sometimes arise during the 
course of the drama when some characters already on the 
stage have apparently to remain idle thereon, while cha- 
racters entering anew g0 through their conversation or soli- 
loguies. On such occasions Bhatta Narayana always devises 
some means of keeping these apparently unoccupied 
characters engrossed in something so as to avoid the picture 


C-O. ProfOb ROR, qharaeters standing listlessly on the stage. 
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Three specific instances of such situations may be noted. 
In Acti when the dialogue between Draupadi and her maid, 
which forms the second scene of the Act (text pp. 11-19), is 
held, Bhimasena and Sahadeva, who are already on the 
stage, will, it appears, have to remain there quite unoccupied 
during the time. But as we saw before’? the poet makes 
Bhimasena turn his face away in anger and Sahadeva 
stands looking at him, wondering what he would say or do 
next. Then in the third Act during the time required by 
Krpa to go through his soliloquy (text pp. 67-68 ), 
Asvatthaman, who is already on the stage, is represented as 
being in a swoon and the charioteer as engaged in restoring 
him to consciousness.” Thirdly, during the long soliloquy 
of Sundaraka in Act iv (text pp. 99-103), Duryodhana, who 
is already on the stage, is represented as being in a mood of 
-extreme despondency and consequently sits in his chariot 
with his head hanging down, while his charioteer looks at 
him with great concern. While Bhatta Narayana thus 
displays close acquaintance with stage-craft, it seems 
surprising how the fact that the fourth Act would not be 
successful on the stage did not strike him. 


Lastly we want to say a few words about Bhatta 
Narayana s attitude towards nature. It must here be noted 
that the places where the poet describes nature in the Veni- 
-samhara are not many. First we have a description of the 
autumnal phenomena in the Prastavana on p. 4. This . 

-description strikes us as purely conventional. Then the 
early morning phenomena are described in the second Act 
on pp. 30-31. There is no doubt here the poet seems to have 
Observed nature at first hand and the description appears 


(g) See p. 36 above. 
(r) Vide p. 57 above. 
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gealistic, Further in the same Acton pp. 44-45 we have 
a description of the violent wind. It isno doubt a poetic 
description, but seems to have been composed by the exercise 
.of the imagination rather than by actual observation. 
Besides it is inappropriate on the present occasion. (See 
p. 105 of Notes) Later on in Act iv on p. 94 we get a 
description of the Nyagrodha tree on the bank of a lake and 
in Act vi on pp. 156 and 157 we have a description of the 
Jake agitated by Bhimasena. In both these there is nothing 
very striking. 


From the above survey of nature as it figures in the 
Venisamhara it cannot be said that Bhatia Narayana 
possessed any very great love for nature. His attitude 
towards nature was of the conventional type and there was 
nothing very distinguishing about it. 
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_ .Liüterary style is in Sanskrit known ss riti and is 


defined as a particular arrangement of words intended to 
help the development of sentiments. () From very early 
times different kinds of style were prevalent, but as Dandin 
remarks only two of these can sharply be distinguished viz. 


Vaidarbhi and Gaudi,“ Bhamaha (i. 91-32) also mentions 


the same two, Vamana and Rajssekhara give three kinds 
of style,” adding Paficali to the two admitted by Bhamaha 
and Dandin. The Agnipur&na (adhyàya 340), Rudrata 
in his Kavyalamkara (ii 4 and 6 ) and Visvanatha in his 
S&hityadarpana(*) speak of four kinds, mentioning Latika 
as the fourth. Bhoja in his Sarasvatikanthabharana enu- 


(4) Read:— 
. (4) ARa venom Sites? area's TANGEN A i.2. 7 
(2) Raet WA VIRUS Ernia p. 9 
(8) iae AGRA | 


STFS VASAT, -e-l mkazi ix. 1 
(u) Vide:— 
ARATE BRI mU WANT qvem | 
as derer qudd Wege Ul 
—sdsreams i. 40 
(v) See:— 


(1) ‘a Rar Saif atstar qrearet sc? eremeerag 1. 2. 9 
(2) "aas ferar! ererüratur p. 10 
(w) Note:— 
- wr [afr] ga eager u 1 
Sf sa Met Sr aT rer qur 1...2 
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merates six, which are Vaidarbh!, Paücalt, Gaudiya, Avan-- 
tika, Latiyaé and Magadht.(? 


The number of the kinds of literary style thus varies. 
from two to six. Of these only two deserve special notice 
viz. Vaidarbhi and Gaudi. The principal characteristics of 
the Vaidarbhi style are graceful arrangement of words 
characterised by sweet syllables and absence of long com- 
pounds, Compositions in Vaidarbhi style create the same: 
pleasure as the notes of a lute. It is generally regarded 
as the best of styles.^ The Gaudi style on the other hand’ 


(x) Read:— 
aapa: Tar eet DT gà Ta: | 
âz manara rr at egere daana ! 27 
"Af ara weet sperare Tel qu | 
enétar art ifr rev tara n 28 
menpa ii 
(y) Note:— 


(1) sara: aaa: WAT TE SHAT | 
agara Aa equam: n 41 
aie deer AT 3D TIT: LEAT: | 
eat (air: Wat exa Asta Ii 42 


» x —msvramsi i 
(2) aea Berar: rerom 


Turen ugs Genta n 21 
—under zreméet i. 2. 11 
(3) «aream AAEN RIII t 
Ruaire rait adi fate 1 21 
—mwierfleveraur ii 
(4) TAARN vea AMAT N 2 
sri fexeqgfsrat qii RTA | «2 
mki ix 
(2) Bilhana in his Vikrama@akadevacarits (i. 9) praises the- 
Vaidarbhi style in the following stanza :— 
STALE? ATTA TAN AAS AA: t 
Aaa: Eraser savers TTL n 
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possesses ojas or force or vigour as its main characteristic. 
This force is brought out by pompous arrangement of words 
and by the use of long compounds and high-sounding 
expressions.'@ 


As Bhatta Narayana was & Gauda, it was natural that 
his drama should exhibit characteristics of the Gaudi style 
more than those of any other. But he does not write in this 
style alone. No poet in fact can confine himself entirely 
to only one kind of style. Some of the good points of the 
"Vaidarbhi style are also found in the Venisamhara. 


Having made these general observations on style, we 
‘shall now proceed to point out the special characteristics 
of the literary style of Bhatia Narayana, The first charac- 
teristic then that strikes us is the force with which the 
poet writes. Whatever may be his meaning, he conveys it 
home to us with great force. He appears to express himself 
with strokes of hammer as it were. His style is, as Wilson 
happily says, ‘rather powerful than polished.'««) This is seen 


(a) Bee:— 
(1) airs Raadt aster n 25 n isa areas RA Tet aT 
Srani eta aa R Angan TATA t 
TATANG AGAM T | AA Aa — 
PAM APSA SE meam, | 
MATA Tad Cis Wasa: u 
—rrararnagt i. 2 
(2) atanarak agenge gat: 3 
TATAHAN Wet miair ix 
* Pompous, showy, magnificent. 
(3) sre rait Brera + Mea | 
TITEN AT TAMEN NU 
—quoted under magi ix. 3 


(aa) Vide Select Specimens of the Theatre of the Hindus 
Vol IT, p. 943. 
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"especially in the passages that develop the heroic sentiment. 
Many of the stanzas of Bhimasena are good examples of 
the force of Bhatta Narayana’s style and of Gaudi style 
generally.) But even in pathetic passages this force makes 
its presence felt and renders the pathos more powerful and 
impressive. This characteristic of Bhatta Nar&yana's style 
makes it an excellent vehicle of what Wilson has called 
' the poetry of passion, with which the drama is full. 


Another peculiarity of Bhatta Nàrayana's style is that 
he knew the art of making the sound an echo of the sense 
Two expedients are generally practised for doing this viz. 
the use of appropriate-sounding words and the employment 
of appropriate metres. Bhatta Narayana resorts to both 
these. Thus the stanza i. 21 (Cancadbhujabhramita etc.) 
with its harsh-sounding syllables is well calculated to 
bring out the heroic sentiment that inspires Bhimasena. 
The following stanza i, 22 ( Manthayastarnavambhah etc.) 
is again so worded that as it is uttered we feel the sensation 
of a drum sounding. Similarly, Asvatthaman’s stanza iii. 4 
-( Mah&pralayamaruta etc.) definitely gives us the impression 
of a loud noise even by means of its sound. As regards 
‘the employment of appropriate metres the best example 
appears to us to be ii. 21 ( Kuru ghanoru padani etc.), where 
ihe Drutavilambita so clearly suggests the action of some 
one leading another slowly andslowly. The Mandakranta 
in iv. 15 ( Adyaivavam ranamupagatau etc.) is best suited 
to bring out the pathos of Duryodhana’s condition and the 
Harini in vi. 24 (Mama hi vayas& etc.) brings out the affec- 
dionate attitude of ardent and sincere imploration of 
Yudhisthira as no other metre would have done. The 


(b) Stanza i. 21 has actually been quoted by the S&hitysdor- 
pana as an illustration of Gaudi-riti. Other stanzas 
falling under the same category are i. 22, 27; ii. 19 ; iii. 4 
and v. 35. 
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i ng with tha appropriate-sounding words in 
Ee abt ral etc.) well brings out the idea of a 
chariot moving on uneven ground and producing tho- 
jingling of bells at every joli. Other examples of these two 
expedients may easily be found by a reader who has 
carefully studied and appreciated the drame. 


The third peculiarity of the poet's style is the ease with 
which most of his stanzas are understood. Prasada or pers- 
picuity, the quality which makes the reader understand 
the meaning of a stanza even as it is read, is found in most 
of the stanzas in the Venisarnhara, Bhatta Narayana was 
also fond of jingling assonances of sounds and often 
resorts to alliteration and rhyme in order to produce that 
'effect/c! But sometimes he is much too carried away by 
this fondness and uses expressions which appear distinctly 
to have been used for rhyme only.(? Balanced construction, 
sometimes based upon contrast, is also met with.‘ 


A further notable peculiarity of which the poet appears: 
to be especislly fond is the employment of kaku or the 
question of appeal. This device is intended to give 
emphasis and force to the statement concerned and has 
been used by Bhatta Narayana quite a number of times in 
his drama. In the very first Act it occurs no less than 
thirteen times. No other poet to our knowledge uses kaku 
go often as Bhatta Narayana, 


(c) See for example ‘ait at wlawgl...fiaine...t seated jr 
Amas Fart ae... v. 14; ENA Ear... RTA SAHA 
Fora... v. 29; (ret agers ahayged...saata wet 
Winarta v. 90; ‘aia edm v.38; “Gwar” vi. 5; “ade 

.0 o. WS ATANG starz as? vi. 30, 

(d) Notice ‘aman ey’ p. 114 and “serat aa aan: 7 

p. 145 and see our notes on these expressions. 
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Bhatta Narayana uses a large number of rhetoric 
figures to embellish his style. Thus Ullekha (i.3), Param- 
parita-ripaka (i. 4; iii, 23cd ), Upama (15 and 14), 
Slesa (i. 6 and 7), mixture of Upama and Ripaka (i. 19), 
Samastavastuvisaya Sanga Rüpska ( i. 25), (U Upama and 
Samasokti (ii8), Virodha (ii 11), Gamyotpreksa (ii. 13 ), 
Ripaka and Upama (ii 19), Kavyalinga and Apahnuti 
(ii 20), Vibhàvanà or Nidərśsnā (iii. 3), Pary&yokta 
(iii. 42 ),?? Sahokti ( v. 36), Rüpaka (vi. 1), Dipaka (vi.12), 
Atisayokti.( vi. 26) and Arthapatti ( vi. 43 ) are some ‘of the 
figures that easily occur to one’s mind. Parikara, which 
consists in the employment of significant words, seems 
-to be the poet's favourite ; for it is often met with.“ Some 
of Bhatta Narayana’s Arthantaranyasas are extremely 
beautiful. / The poet also has enriched the language with 


(f) Paramparita-rüpaka is also found in the three vocatives 
of the sun on p. 41 viz. sqm eaaet, TAM TIAA SS 
gui and Teguh. 

(g) Another notable example of sasaqa wy SIF is sup- 
plied by Sundaraka’s sentence on p. 102 beginning with 
* eer feas FA. 

(i) Another good example of qaiatw is Buddhimatika’s 
speech ‘aR WIAR, TATAAS Weng TATE Far: Sa: 
want tp. 18. 

(i) Note Aévatthaman’s words to Karna on p. 89, which are 
all significant, viz., “AKUN Wawa, Aas Macq, xima 
TATANAN "- Bhimasena’s speech from behind 
the curtain on p. 93 is also full of significant words. 
Similarly, Bhimasena’s description of Duryodhana in 
v. 26 is again couched in significant expressions. 


4i) See especially i. 20; ii. 3 and the following line; vi. 9. 
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some quotable lines and phrases of "general application, (F) 
of which even Kalidasa might well be proud. 


Turning now to the points of weakness of Bhatta. 
Narayana as a literary artist, we first note that he does not 
seem tobe always at esse when writing. The poet does. 
not seem to wield a facile pen everywhere. Many a time 
his constructions are artificial and laboured and in some 
places they become involved. A distinct tendency to 
verboseness is seen in many places, Clumsy and awkward: 
expressions are often found and ill-formed compounds are 
sometimes met with.” A fondness for the unnecessary 
use of the preposition prati is also noticeable.“ 


Bhatta Narayana lived in an age when Dandin’s 
j dictum that ojas or profuseness of compounds formed the 


(k) All subhasitas in the drama are collected in Appendix— 
C to our edition of the Venisambara. The following 
will perhaps bear repetition here; 

(1) sme edit: Sem ! 

(2) exit arana stra | 
(3) aram qaa TATI 

(4) Sarat gd wen 1 

(5) «xd art geroa 
(6) aes: Ha we Tea | 

(2) Asan example of clumsy expression we may quote qaia 
age TATU aged’ p.30, where qar should really be 
aa (quid. «ris Compounds, involving awkward «xut sag, 
are sometimes found, Vide ii. 22 and vi. 8 and our notes 
thereon. ‘ant «ew p. 165 is a glaring instance of an 
unjustifiable craft aay. For, it will be noticed areq 
goes only with xq in the compound waai. 


(m) Note ‘Rat sit Tengeran” p. 2, "qme sia wur: p. 5 
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essence of prose (7 prevailed. Consequently he tried to 
use as many big compounds as possible, especially in the 
prose passages, in order to make them vigorous or powerful. 
But the poet apparently did not realise that this dictum had 
limitations, especially in a drama, which pretended to 
be realistic. Consequently his prose, with its long com- 
pounds, looks unnatural. Bhavabhiti was of course amuch 
greater sinner in this respect than our poet. 


Then again in the Venisamhara we have evidence of 
the poet’s careless writing in many places. Rules of 


(n) Read:— 
sm TARTRATE ATA | 
quseqqisiregrarfe nte RATA 
—araraat i. 80 
(o) Instances of these have been duly pointed out in the 
Notes. Attention may here be drawn to a few cases. 
In ii. 10 and iii. 29 Duryodhana begins by referring to 
himself in the plural and then speaks of himself in the 
singular in the same stanzas. In ii. 22 Duryodhana 
speaks of Bhtnumati in the third person as “sret: Sim: 
but in the sentence which just precedes this stanza he 
has addrossed her as ‘wafer’. A most glaring instance of 
Bhatta Narayana’s careless and confused style is sup- 
plied by iii. 24 and the prose passage that precedes it.— 
As examples of careless expressions we may note 'emi- 
qoza: (p. 115) in the senso of Bhimasena, “Atas” 
(p. 170) in the sense of Arjuna with reference to 
Yudhisthira and the expressions ‘argu’ Gii 17) and 
“gaga! (v. 3) in the senso of 99 Kauravas.—Tautologous 
expressions like ' sfera ara? p.l02and 'wwisf- 
faq! vi. 1 must also be put down to the poet's 


careless writing. 
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-grammar, both in the matter of the formation of words and 
of syntax, are found to be violated on some occasions.‘ 


There is nothing very striking in Bhatta Narayana’s 
vocabulary and selection of words. He had no penchant 
for difficult and out-of-the-way words, such as Bhavabhüti 
had. In this he resembles Kālidāsa who, though using a 
large number of words, hardly, if ever, employs a word 
of unusual occurrence when 2 simpler one is available. 


(p) For Bhatta Narayana’s violence of grammar see above 

z foot-note (s) p. 16. Also note agait saagaa wqi- 

: GU p. 42, whore the infinitive qaqa’ is ungrammatical 

i for the grammatically correct gerund ‘anren’. Similarly 

in Merari GE ATL 3 P. 79, ‘Aaa should be 

‘wider. ? aitaan: (ii. 2), ‘gag’? (ii. 21) and 'aeme- 

Ret (iii.21) are also inaccurate from the strict gramma- 

tical point of view. The infinitive ‘aR in the 

famous ‘aad get gerdu” is a grammatical blunder. 

The correct form i is seqana, The word dt has been 
used in the neuter in v. 21, though itis masculine. The - 
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In determining the. date of Bhatta Narayana we 
zemarked above (p. 18) that the style and general construc- 
tion of the Venisamhars show that Bhatta Narayana 
belonged to the age of Bhavabhüti In this Section we 
desire to indicate the points of similarity and contrast bet- 
ween these two poets. 


First then both Bhavabhüti and Bhatta Narayana are 
proficient in the delineation of pathos. Against the strict rule 
of dramaturgy, which says that either the love or the heroic 
sentiment should be principal in a drama,“ Bhatia 
Narayana has made karuna or pathos the prevailing senti- 
ment in his Venisamhara, Bhavabhüti has done the same 
in his Uttararamacarita, where also the principal sentiment 
is karuna.” Both of them show skill in the delineation of 
other sentiments, but it must be admitted that Bhavabhuti 
is a greater master of this ar; than Bhatta Narayana. 
Bhavabhüti,itis true, found ample opportunities for the 
delineation of different sentiments in his three dramas. 
Bhatta Narayana with only one drama to his credit did 
not have so many. All the same it cannot be questioned 
that though Bhatta Narayana may sometimes rise to 
Bhavabhiti's level, the author of the Venisamhára cannot 
be put down as an equal of the author of the Uttararéma- 
carita. ] 

Secondly, both these poels are unsuccessful in the - 

development of the plot and in the arrangement of the 


-yarious incidents constituting it. Both of them were not 


: A bove on p. 94. 
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able to evolve out of the materials chosen by them a well 
connected story fit for dramatic purposes. In his Maha- 
viracarita and Uttararamacarita Bhavabhiti resorted to the 
Ramayana for his plot, even as Bhatta Narayana turned to 
the other great national epic for the plot of his Venlsar- 
hara, This certainly acted asa handicap in the case of 
both these poets for the proper development of the plot. 
But Bhavabhüti suffered no such disadvantage in his 
Malatimadhava. But even there he has not been able to 
evolve out of the various incidents a harmonious story. 
Both Bhatta Narayana and Bhavabhiti were in short 
defective in dramatic construction. As dramatic artists 
both cannot be said to be very successful. 


We have seen above (p. 125) that Bhatta Narayana 
displays close acquaintance with the technique of scenic 
| representation on the stage. Bhavabhüti also, we know 
from his own statements,” was friendly with actors and 
consequently must have been familiar with the require- 
ments of a drama for success ina theatre. Inspite of their 
knowledge of the technical side of dramatic representation 
both the poets have not been successful in giving us plays 
that would be successful on the stage.  Bhavabhüti's 
Uttararamacarita for example is considered to be more a 
dramatic poem than a poetic drama. Perhaps the same 


may be said with regard to the Venisarbhara of Bhatta 
Narayana. 


It has been shown above that Bhatta Narayana lacked 


sense of proportion. The same accusation is levelled 
against Bhavabhüti. 


'(r) Read :-—‘aagdaia supera: TATANAN meric 
ceu “SRA STEHT: TAs HV nrediana- 


CC-O. SAR ena EU vu. Digitized By Siddhanta eGangotri Gyaan Kosha 


Bhatta Narayana and Bhavabhuti 139° 


In the matter of their literary style Bhatta Narayana. 
and Bhavabhüti resemble most. Both write a rough and. 
rugged style, clearly distinguishable from the polished and 
elegant style of Kālidāsa. Both show fondness for long 
compounds and many a time use more words than are 
necessary. Both display skill in the art of making the 
sound an echo of the sense. Bote seem clearly to be 
under the influence of Dandin’s dictum regarding profuse-- 
ness of compounds forming the essence of prose. 


Tt will thus be seen that as dramatists Bhatta Nara- 
yana and Bhavabhüti resemble each other in many respects. 
Tt would therefore not be wrong to say that both belonged 


to the same literary age. 


In the above paragraphs we have shown that Bhatta. 
Narayana resembles Bhavabhuti in many respects. That 
has been done to prove that both of them belonged to the 
same age. But it must not be inferred therefrom that we 
consider Bhatta Narayana to be Bhavabhiti’s equal as a 
poet. There are points in which they differ and in which 
Bhavabhüti is far superior to Bhatta Narayana. In fair- 
ness to Bhavabhiti we must say a few words about these 
points as well. 


Even in the matter of literary style in which the two 
poets resemble most, Bhavabhiti impresses us 88 & greater- 
artist. His vocabulary is much larger than that of Bhatta 
Narayana and he seems to wield greater command over the 
language than the author of the Venisamhara. 


As a poet of nature Bhavabhūti far surpasses Bhatta 
Narayana. The love for the grand and sublime in nature 
that we see in Bhavabhiti’s plays is nowhere visible in the 
Venisamhara. The close observation e n Dex 
C 1 i vabhūti is not. 
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‘met with in Bhatta Narayana. Asa matter of fact as we 
saw before? Bhatta Narayana does not distinguish himself 
very much as a poet of nature. 


As a delinestor of human passions and emotions and 
especially of the tender feelings of the human heart Bhava- 
bhüti once more surpasses Bhatta Narayana, Bhavabhütis 
conception of conjugal love is perhaps the grandest and the 
most sublime that we have in Sanskrit dramatic postry. 
The love that Bhatta Narayana deals with in his second 
Act is of the sensual kind. There is no doubt Bhavabuhti 
possessed far greater knowledge of the workings of human 
hearts than Bhatta Narayana. 
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In composing a drama such as the Venisamhara a poet 
can have no intention of portraying a picture of contem- 
porary society. In fact it would be his endeavour to make 
his picture correspond as closely as possible to the society 
of the days to which the plot of his drama belongs. 
Yet it is always possible to get a few glimpses of contem- 
porary society from the study of a poet's works. For, 
though the poet may not consciously desire it, contempo- 
rary society is to a certain extent reflected in his works. 


First, then, as regards the state of religious beliefs in 
Bhatta Narayana’s days, we have already seen in the first 
Section of this Study that the two prevailing religions were 
Brahmanism and Buddhism. While Buddhism was power- 
ful at Kanouj and went to the length of persecuting the 
followers of the Vedic religion/^ Brahmanism found 
support in Bengal where it was followed in its ancient 
form viz. the performance of sacrifices. The fact that 
Bhatia Narayana compares war with a sacrifice shows 
that the performance of sacrifices was & common occur- 
rence. ‘There is also a reference to oblations being offered 
in blazing fire/v? The cult of bhakti or devotion to Visnu 
also prevailed. The two deities, that prominently received. 
worship, were Visnu and Siva. The sun too was an object 
of adoration The pantheon included some other deities 


(u) It must be stated here that there are no references to: 
Buddhism in the Venisamhara. 
(v) Vide foot-note (0) on p: 13 above. 
(vv) See t ag gat xoa ATTA ETFI TAIT ' Act ii, p. 37 
(w) Read ‘ ga ades, STAT "seat qu wem TEAC: wur 
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-as well.) Even as now flowers formed the principal 
material with which deities were worshipped.) 


Various religious rites and vows were evidently in 
vogue. Their observance was supposed to be efficacious in 
‘securing desired objects. It was not necessary that the 
person, who wasto achieve the object, should himself perform 
‘the rites or observe the vows. Some other person could do so 
in his interest. For we remember in the second Act 
Bhanumati undertakes to observe certain vows in order to 
ensure Victory for her husband in the war.) Gifts to 
Brahmanas was another form of religious charity.‘ 
Nama-sankirtana or muttering of a deity’s name was also 
supposed to be effective from the religious point of view. 
Personal decorations were discarded while engaged in 
religious observances.) 


Among religious practices must be included the per- 
formance of funeral rites and the presentation of obsequial 
mater to the dead. Cremation was the prevalent method 


(z) Note ‘ee aver, sa A gant aque Saat wat 


Padana Act ii, p. 41. 

(y) Vide the preceding foot-note and i. 1, 

(s) Read “aw argadt I wem waciasrateterat..... sa Tat 
smear seta aera.’ Act ii, p. 26; Aga, ST 


wear aie A eee Rasam: Act d, p. 42 and 
* für NTT ANTA TANGAN Act ii » 43 
Aa) Note ‘Ri wnt AT TT = sian? 

Act ii, p. 38 

(5) See ‘naa NGT carat TT TAAT q RaRa: | 
Act ii. p. 28 
(e) Read ‘arty freier at? ii. 18c. 
d) Note ‘amit tùa seat art pude? v. 36a and 
“(gua area?! vi. 24d. In Act vi Yudhisthira offers water 
to his ancestors and to Bhimasena who was reported to 


him to be dead. Vide p. 184 
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of disposing of the dead bodies. In the performance of 
the $ráddha water was offered to three immediate ancestors, 
who are known to constitute a parvana, even as in modern 


days.” Women also offered obsequial water to dead 
relatives.) 


The belief that some kind of impurity, called mrta- 
Sauca, attached to the relatives of the dead, was held in 
those days even as in these. For, we find the demon 
Cárvàka refuses to take water from Yudhisthira on the 
ground that his relatives must be dying every day in the 
battle that is proceeding.) ‘ 


(e) Read ‘gie ear wits sa aerate? v. 36b. 
(f) In Act vi Yudhisthira offers water to his father, grand- 
: father and great-grand-father. Read ‘ay arad aberag- 
wig ema at lath W[QGTWET SUUS! staat fQRTWETT 
fatetur | (aaa) aera | np aq enferma 
fat weet? Act vi. p. 184. Yudhigthira’s 
three immediate ancestors were Pandu, Vicitravirya and 
Santanu. The correct form of the name of his great- 
grand-father is Stntanu. The Kumbhakonum edition 
of the Mahābhārata, however, gives in one place 
(Adiparvan 63.49) the form Santanu.—Yudhisthire 
begins this presentation of cavity-fuls of water 
with Bhisma, because Bhisma was to him an object of 
great veneration. Then again though at this time, 
Bhigma was alive, he was considered as good as dead, 
because he was lying on a bed of arrows, waiting for 
the proper opportunity to die.—Note that the above 
passage is incorrectly printed in our text on p. 184 and 
that the translation given there is also incorrect. The 
student can easily correct it with the proper punctua- 
tions given above. 
(9) Note Yudhigthira’s words to Draupadi ‘ee, waft qf aia- 
wea’ Act vi. p. 185 
(A) Read ‘gens eripe: dats NENGA wet maur wen qeu 
Act vi, p. 165 
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The practice of making conditional offers to deities: 
with a view to secure desired objects, called navass in 
Marathi, was in vogue, exactly as it is in modern times.. 


Some information regarding the secular life of the 
people can also be had from the -Venisarhhara. Belief in 
dreams and omens such as the throbbing of the eye, as 
indicative of future events, was common. Bhanumati 
dreams an ominous dream and is exceedingly upset thereby 
(p. 27). It was however believed that evils indicated by 
ominous dreams could be averted by religious practices 
such as the eulogy of gods and the muttering of the 
names of the deities.” Warriors like Duryodhana (p. 38) 
and Asvatthaman (p. 61) feel the throbbing of their left eye 
and are perturbed on that account. Yudhisthira on the 
other hand experiences the throbbing of his right eye and 
consequently believes that some stroke of good fortune is 
near (p. 186). It is interesting to note that this belief in 
dreams and the throbbing of the eye continues unabated 
even in modern times. 


Movements of the stars in the sky were supposed to 
exercise influence over the lives of human beings, even as 
now. But evidently a healthy school of thinkers was 
springing up. They believed there was no truth whatsoever 
in the suggestive character of dreams and omens. Only 
the timid were frightened by such things. Ifat any time | 
movements of stars, dreams, omens and conditional offers | 


(i) Note the occurrence of the word upay&citam in ii. 15. x | 
(j) Read:— | 


aN aq IAG Aaa a enaA seataar Ssdni- 
adt afferma: 1 n t 
jah a owe eq AT REN FIERIN RI 


—Act ii, p. 28 
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bore fruit, such phenomenon must be considered to be: 
purely fortuitous. 


Caste system was prevalent and Brahmanas were: 
regarded as specially entitled to respect. But the castes 
evidently were not the water-tight compartments of sosiety — 
that they are supposed to be at present. Even sages, for: 
example, felt no scruples in accepting water from Ksatriyas 
to allay their thirst, Carvaka is ready to drink water that 
is brought by Yudhisthira’s chamberlain. Only when he 
comes to know that Yudhisthira as a Ksatriya is likely to 
be contaminated by mrtasauca that he refuses to drink it 
( p. 165 ). 

The practice of committing suicide on the death of a 
loved relative,” called Sati when the person committing 
suicide'is a wife, was in vogue in Bhatta Nardyana’s 
days. Such suicide was supposed to secure for the person 
dying union with the dead person in the other world. 
While wandering on the battle-field Sundaraka came across 
agscene wherein the mother and wife ofa dead warrior 
were dying after him. The readiness of Yudhisthira 


(k) Note‘ (aramêrera werte) an: eat want ary Tala ani 
garut | (ARA) GRUT AANE GT IAT 
1 arai SIA i 


paa STRAT AeA? wn T RER 0 ou Uu 

Act ii, pp. 38-39: 

(1) Itis o mistake to suppose, a8 many do, that only wives 
committed suicide on the death of their husbands in 
ancient India. Suicide was committed by other relatives 

and even friends also. Compare “Tlaga aa TAr | 

a Ae af sper faf sra auia wd ur urar: fiat " 

am-qu p. 173 ( Peterson ) 
(m) Read ‘ar sre wert ada T En ato 
AMAA TT AAMT GIT RUHT TEL UC ares ) um. 
k : Bry NATA eaS RA RA 1 Aot iv, p. 102. 
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and Draupadi to die on a pyre on learning the news of the - 


‘death of Bhimasena points to the prevalence of the same 
practice. When the wife became Sati, she was dressed in 
red and wore all her ornaments. 

Elders received proper respect. It was customary to 
go to them early in the morning and offer them salutation. 


In the first Act we find that Draupadi, Subhadra and other. 


ladies of the Pandava family had gone to Gandhari for 
bowiug to her feet. In the second Act Bhanumati also 
goes to Gandharl early in the morning for the same pur- 
pose.) In the fifth Act Arjuna suggests to Bhimasena 
that it would not be proper to go to Dhrtarastra and Gan- 
- dhiri, as their sight would afflict the blind couple. Bhima- 
sena however insists on going to them on the ground that 
etiquette requires that elders should be saluted/? ^. 


Widows, it would seem, did not arrange their hair in 
‘any ornamental fashion, but allowed them to hang loosely 
on their back in one mass. Ladies in separation also did 
the same. Letting loose the hair was in fact a definite 
indication of widowhood. Tonsure of widows was un- 


(2) Read “ra we ait Amaha auger weiter qium MAT 
MATI neat eg nar! Act i, p. 17 

(o) Note ‘arai arga | sift Rear srarq: Tagara a 

Act ii, p. 25 


(p) Seo:— 
aga: and, wig lat uud t d 
GE e rna etie mats 


Wine, STIS EU: warn: Lt TAAT we TTI 


(4) Vide i. 18 and our note thereon. . 


(r) Note the significance-of Buddhimatika’ i 
s words in ‘afr 
ASA, GAAALAT HERY TIAA Reg: Pp: PTA 1? 
Acti, p. 18 
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—Act v, p, 141 ` 
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known in the time of the Mahabharata; nor does it appear 
to be prevalent in Bhatta Ndardyana’s days. But widows 
apparently were not allowed to use the bodice to cover their 
bosom. For, in the account of the dream of Bhanumati the 
removal of her breast-garment is meant to be a definite in- 
dication of the infliction of widow-hood on her. 


Medical and surgical science had apparently made con- 
siderable advance. -Arrow-heads were extracted from the 
bodies by means of powerful pincers and wounds were 
properly dressed.’ Roads were evidently in good condi- 
tion and sand was spread on them. (4) 


(s) Read ‘agar Tamara: watgata 3ft Maaf aiar? 
; Act ii, p. 38 
(1) Note “aii we SAN MEIRA SAHAN: mg- 
[3 41’ Act iv, p. 101 and 
seams aia mnga NAN Bee 
aay mure set q gana: | v.lab 


u) Seo ‘grgrt akua: Tag ’ ii. 19, which tells us that the 
e tempestuous wind blowing along ronds was charged 


with sand. 
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The Venisamhara deals with the story of the Mahà- 
bharata war and it is therefore possible to get some idea of 
ancient warfare from its study. In this Section we propose 
to put down what we learn about ancient warfare from the. 
Venisamhara. 


The army consisted of four constituents viz. elephanis, 
chariots, horses and foot-soldiers. (9 It was consequently 
known as caturangarh balam. Great warriors used to fight 
from chariots and were known as maharathes.™ In the 
order of their eminence warriors were known as rathin, 
meharatha and atiratha.“’ Chariots were decked with 
golden bells, garlands of flowers and chowries.” They 
carried golden pitchers of water as a mark of auspiciousness 
and flew a flag, marked with a special emblem, which pro- 
claimed who the chariot-fighter was. 


Weapons of various kinds were used. Of these ihe bow 
and the arrows, the mace and the sword were the principal. 
Javelins (Zomarah) and a weapon known as Sakti were also 
in use.@ What the exact form of the Sakti was is not quite 


(v) . Read ‘Eio TATA SCT atri... ATMA ASTM,’ P- 62; 
‘amaranta p. 92 and ‘surat rar 
E IRGRUEETISEEECGE REOS brise uriia =? p. 105 

(w) Note “aka aaron: eaiqatsit’ p. 62 

(a) See iii. 28 wherein Drona is referred to as atiratha. 


(y) Yide: SANTEN EA: NGANTEN: | ii. 29; 


XII THE MODE OF ANCIENT WARFARE | 
) 


quoto Raga Tear fer Tat” p. 92 
(2) Read | AROSE ATS AARNE TA PTG Tara 
a.. T p. 92 


(a) Read ‘it a, ren rmTee een ip TOUT IH TT: PTET?’ 
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clear. Ti was apparently a pointed weapon, furnished with 
golden bells and studded with jewels. It blazed in its 
career towards the target. We are told Arjuna threw a 
sakti at Vrsasena, who cut it into three with a crescent- 
shaped arrow.? We know from the Mahābhārata that 
Karna killed Ghatotkacs. by means of a Sakti, which had 
been obtained from Indra and had been reserved for Arjuna. 


Besides these certain consecrated weapons, called 
astras, were used.@ Apparently they were simple arrows 
that received miraculous powers when consecrated by the 
muttering of sacred charms. Separate charms were neces- 
sary for their discharge and withdrawal. 


But the chief weapons were.the bow and the arrows. 
Archers were so skilful in discharging arrows that it was 
impossible to observe when they drew them out of the 
quiver, placed them on the bow-string, took the aim and 
discharged them at the enemy. A wonderfully large : 
supply of arrows was evidently carried by each great 
warrior in his chariot. Thus we find that Krpa stopped 
the progress of hostile troops by ‘a shower of arrows’ 
(p. 92) and Karna also ‘rained a shower of arrows ' (p. 104). 
when he attacked Bhimasena. Vrsasena covered Arjuna's 
.chariot with dark-coloured arrows as a tree in blossom is 
‘covered with bees (p. 107) Later on the same young 


(5) Note “aaa... Pait rela Titers T BOTS E LE E n 
eet Pranatacara fS GAN ELELE: ba 


sfqorenhuaser nia: and ‘soaa ate 3er? p. 112 


ga aa: ? p. 113 
(d) Note‘ in atata? iii, Ta and “are 
TATA ea aera 3t iii. 33o 
: © See “faith” p.104 and * aiani- 
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warrior enveloped Arjuna’s body with ‘thousands of arrows’ 
(p.111). Arjuna of course was the most dexterous archer 
of them all. He was so quick in the discharge of arrows 
that in his fight with Karna and Vrsasena he arranged two 
rivers of arrows flowing in the direction of their chariots. 
Ai this time the arrows shot by Arjuna were so numerous 
thet heaven and earth were filled therewith and nothing 
could be seen ( p. 115 ). j 


These descriptions of the discharge of countless arrows, 
which are of course copied from the Mahabharata, must be 
regarded as gross exaggerations, For otherwise we should 
have to suppose that the arrows of ancient times were 
rather harmless affairs. For how could a man, whose body 
was covered with thousands of arrows, remain alive ? 


"Warriors used to wear armours.’ These apparently 
gavo them protection against arrows, though many a time 
the armours were pierced through by the arrows. 


The bows were supplied with powerful strings which. 
produced a twanging noise that resembled the thunder of 
clouds (p.105). Scars were produced on the left wrists 

. (ii. 27) by the striking of the bow-strings and were regarded 
as decorations by warriors. 


Great commanders carried swords with them. The 

Sword apparently was an emblem of office, even as in 

' modern times. But the ancient sword was not the harmless 
thing of modern days. Dhrstadyumna cut the head of ; 
Drona with a sword (p. 59). When Aésvatthaman and 
Karna fall out, they draw swords and become ready to kill . | 
each other (p. 85). Karna thinks of cutting Asvatthaman’s | 
raised foot with his sword (p. 85) and when Asvatthàman 
(f) Read ‘agrar: ' ii. 27 and meate aA , | 


seat: p. 
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vows not to take any active part in the war, it is the sword 
thet he throws down as a symbol of his abandonment of all 
weapons (p. 87). ` 


The mace was another common weapon. It was a. 
weapon in which a few specialised. Balarama was the: 
best mace-fighter of the time and both Bhimasena and 
Duryodhana were his pupils in that art. Duryodhana. 
possessed greater skill than Bhimasena and was Balarama’s 
favourite pupil. Bhimasena had strength on his side.‘ 
The last fight of the war viz. the fight between Bhimasena. 
end Duryodhana was a mace-fight. Of the younger warriors 
Vrsasens was fond of mace-fight.(") 


The battle-field presented a terrible appearance. Rivers 
of blood flew anda regular quagmire was produced from 
the blood, fat, flesh and marrow of men and animals killed. 
Chariots sometimes stuck in this and valiant foot-soldiers 
had to plant their feet on these chariots in order to effect 
further advance.) 


The size of the armies was very large. The white 
umbrellas that were carried with them produced the illusion 
of a forest of white lotuses. As the armies moved from one 
place to another, or met in an encounter, huge clouds of 
dust were raised and the sun and even the entire sky were 
obscured.“ 

There were certain laws of war that were scrupulously 
observed. Thus, every day the fight closed with the sun- 


(g) See vi. 13 ond 16 

(h) Not marai” P- 116, occurring in Duryodhana's lamen- 
tations addressed to Vrgasena. f 

(i) Read i. 27 and pp. 56-58. 


A ; ii, 270 and p. 105. 
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‘set and during the night people searched for the bodies of 
their dead relatives on the battle-field and consigned them 
to the fire (v. 36). Surprise, which is regarded as the most 
important principle of modern war-fare, was looked down 
"upon in epic India. It was unchivalrous to take the 
enemy unawares and to attack him while he was unpre- 
pared. Warriors therefore blew their conches to announce 


' their arrival, when they wanted to attack an enemy 


CC-O 


(p. 106). Fights apparently took place at close quarters. 
For, before they actually commenced and even during their 
course, wordy defiances were thrown at each other by the 
combatants (pp. 107-108, 111 and 114). 


At the head of the army was the Commander-in-Chief. 
Dhrstadyumna was the Commander-in-Chief of the Panda- 
vas all through the war. The supreme command of the 
Kaurava army on the other hand passed successively from 
Bhisma to Drona, Karma, Salya and Asvatthaman. It is 
impossible to find out what exactly was the relation of the 
Commander-in-Chief with the king and warriors of the 
royal family on the one hand and with other army com- 
manders on the other, It would seem that the Commander- 
in-Chief's position was more of honour than of duty. He 
apparently had no control or authority over other com- 
manders that were supposed to fight under him. For, had 

it not been so, Asvatthaman would never have dared to 
:behave in the way he is depicted to have done in Act iii. 
Why was he allowed by King Duryodhana to flout the new 
"Commander-in-Chief'8 authority and even to be ready to 


strike at him? Why did Duryodhana in his capacity as 


King, or Karna in his capacity as Commander-in-Chief, 
not put Asvatthaman under arrest and dismiss him from 
the army or order him to be. executed for gross insubordi- 
nation? Even the king was apparently helpless to pre- 


veut this. unscomby Quarrel. between Sado. dia best eno os! a 


a, ee oe 


* 
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rals, Apart from the question as to who was the aggressor 
in this quarrel between ASvatthaman and Karna, the fact 
that such a quarrel at all took place shows that there was 
something fundamentally wrong with the army-organi- 
zation of ancient India. 


And that fundamental defect of ancient Indian armies 
was the absence of proper discipline. Discipline, which 
includes the subordination. of personal interests and ambi- 
tion, was apparently unknown in ancient India. Each 
commander fought more or less on his own and there was 
no central authority that exercised effective control over 
them all. Commanders apparently thought more about 
themselves and their interests than: about the cause they 
were fighting for. Drona really had no: business to lay 
down his arms when he learnt the news of the death of his 
beloved son, By doing so he showed that he valued private 
affection more than public duty. The same tendency is 
found in the history of Hindu India in recent times. On 
the same battle-field, hundreds of years after Drona, in 
1761 A. D., Bhausaheb Peshwa acted in a similar manner. 
When Vishvasrao fell, he dismounted his elephant and 
sought his ruin. Here we had a repetition of the same deplo- 
rable preference shown to private grief at the cost of 
higher duties and responsibilities. 


P Prof. Satya Vrat Shastri Collection. Digitized By Siddhanta eGangotri Gyaan Kosh 


APPENDIX—A 


The following stanzas are attributed to Bhatta Narayana 
in anthologies, but are not found in the extant text of the 
Venlsamhara : | 

(1) From the Subhasitavali:— 
79 
afar TATA ATTA TIGA gest | 
Ven Tera mir Apa rmn Tera: | | 
PASH TATAG TATA ALOT q: 
TAMA TT d WITS SLA: TAT Ui 
WESRITUTCT 
141 
EAA Hal eeu sit aie Waa | 
ee FAT AIA ATT NW It 
ARITON 
149 
went TATA aA d ia fiet | 
TENAAAN TAA sar ga u 
ASANTE 


TONA O asc REED E aaa akan 


548 
Wega: sereq: RISATE: | | 
* TANS + ATS TAn af u ' 


549 
(EAT a Tali eras TERT tt 
waaay RA T 


560 | 
CC-O. Prof. Satya Vrat Set ARN SARE Than eGangotri Gyaan ool 
eyed Il : 
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551 
qq a TG: THAT at A Ieee | 
Weal: SD TF emer A amd (Quum it 
A ASAT 
1591 


(2) From the S&rhgadharapaddhati.— 
936 
aient TATA ete. 


4009 
sugiere era 
quieras gu gu: | 
sont «rerit: TAIT THAT feer guit 
ar af fae: aper 1 gt reta: U 

fana 


(3) The following stanzas occur in anthologies as quota- 
tions from the Venisamhare. They are not found in the extant: 
text of the play, but they occur ina Telagu Ms. of the drame. 
Ses p. 21 of Critical Introduction by B. T. Dravid alias 
Sheshadri Iyer and 5. T. Dravid to their edition of the 
Venisambhara (1896). 

ga eto. 2 il 
adr Fea quiis 
Sirs Bs TTT 
E Bae Wu eu 
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«ardt gaama Ae SAN F- 
Pla Cary AR TT! 
aa aask maA 

SEE a c (xc) 
< q a SATUS ganag 

«sb RA T 

W anaa Vets gA 

Weare AeA wat seri, TRATTA Uy M (2722) 
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. Difficult Words in the Venisamhara, 


[ The figures after the words refer to the number of pages 
of Notes in our edition of the Venisambara. | 


saree 59-60 «ita 89-90 seem: 81 
alan 117 ett 159 quiu 69 
afacy: 187 aate 106-107 Tener 17 
sre: 62-63 Taney 35 metry 156 
Hale 170 Ser 115 sre: 170 
afer 151-152 am: 120 sd: 132 
SUB 151 anm: 102 115 
sm 165 eat 93 array 89 
sm 74 ai 38 ati: 167 
ar: 98 gara 172 summed: 140 
126 154 3mm 55 
rs : 142 Heat 38 
, 6 £r: 187 omg 184-185- 
smi: 15 Sram: 187 146 
arate: 164 aor: 187 amem 14-15 
sga 171 (aun: 85 Teta: 08 
sqq 95 : 146 w: 7 
sqq 96 r: 19 Wor: 98 
cist, 62 ac 11 Tart: 98 
war 136 maga 176 qae 128 
144 fada: 54-55 aga 105 
madan 66 (alot 21 aRar 162 
Ta 97 ader 57 arar 105 
fadi ag fiar: 129 maA 92 
8 ra 182 Afsrig: 158 
Fatwa: 17-18 AT 88 ara: 142-149 
13 qiue: 89 Poiana 1-4 
SO 61 sd 105-110 miata! 
61-52 09— 16 
Pona: 54 qiie 17 aia 104 
“wig 135 126 


digo 56 Sem 1 
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a: 57 gag 107 
: 16 sum: T Aa 
gor um kaa ANA Sc 
E 7 
aqet: 159-160 wee us enu 12 
warmen 165 uda 
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